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Charles Russell Day was the son of Rev. K. Day, rector 
of Horstcad, Norfolk. He was horn in 18G0 and went to 
Cbenm School, afterwards entering Lion ; here his love 
for music soon displayed itself, and ha commenced to 
study the art seriously under Sir Joseph Barn by, at that 
tune Precentor of the College, At a? «a*T •*» h * !«»* 
the 3rd Royal Lancashire Militia, and 111 1882 wm gwetted 
to the Oxfordshire Light Infantry (then the 43rd Light In- 
fantry) . He served in India fall 1 887, and saw active service 
in the campaign against the MopUhs, dating which opera- 
tions he was soierely wounded. He gamed his captaincyin 
1889, but did not attain his majority until last year -Che 
regiment has only lately left for the Op®> ““ 1785 81 °°® e 
ordered to the front, forming a part of lie forces cs-der tte 
command of Lord Roberts. He met his ueatb at Kip 
Kraal, and is one of the many Englishmen who «e un- 
dauntedly laying down their lives in t“* cause ot 



and justice— Britain’s watchwords — yet for whom we cannot 
but mourn. * • . 

Music was Day’s second profession, so to spent. Although 
ho was devoted to his military duties, be yet Found time 
to follow and study the art in many of it3 phases, though 
naturally military music had the most attraction fur him. 
"When in India he determined to study the complicated 
system of Hindu music, placing himself nuder professional 
teachers of the art, who, as a rule, never give instruction 
out of tlie caste. The difficulty of appreciating and 
mastering the Hindu system for anyone whose ears have 
been trained according to wbat we call the music of the 
TYestern civilisation is very great The 12 yean tones 
comprised to our octave of sounds are combined into 
an euormons number of different inodes or scales, 
and these constitute the “s'ruti” and “ rsgaa " of the 
Hindu system. The strangeness of such music to our ears 
mates the difficulty of grasping it no slight one, thon"Ii, 
fortunately, for ihe most part it is melodic and not harmonic 
music. However, by unwearied attention and perseverance 
Day succeeded in mastering it, and the results of his in- ’ 
vestigafions appeared in a splendid volume, “The Music 
“ and Musical Instruments of Southern India and the 
* Deccan” ’JTie Imok was published in IS9I, and is 8 
complete epitome of the history, traditions, and practice 
of tnnsic in that part of India where it exists in its best 
and most characteristic form. It was enriched with a large 
namber of beautiful illustrations, and must rank as a monu- 
mental work, which, if. ever the ancient music of the land 
becomes displaced by our music — as has happened in Japan 
and is going on in other eastern lands subject to our sway 
—will ataod as an invaluable history of the Indian music 
of past times, and of the labour and skill of a young officer 
of our army. 

Lieutenant Day left India with bis regiment in 1887, 
and we next find him musically employed in connection 
with the Musical department of the Royal Military Exhi- 
bition, held at South Kensington in 1890. Colonel Shaw- 
Heliier, Commandant at Kneller Hall, was requested to 
take charge of the musical arrangements, which included 
the performances of the bauds (no fewer than 74 of these 
were engaged) during the fame Uie Exhibition was ojiened. 
The Music Section, thanks to loans, made a fine display, 
and to a great extent its success w as duo to the untiring 
energy and knowledge of Captain Day, whose services had 
been placed at Colonel Shaw-HtUier’s disposal by H R H. 
the Commander-in-Chief. He was not satisfied with the 
meagre Catalogue Issued by the Commissioners for the use 
of the public, but set to work to produce a complete notice 
oi every eXdiott, and msAe <ae "Corfu especially to 

students by essays describing each family and sub-division 
of instruments, showing their derivation irom ancient types, 
their history, and their present forms Throughout this 
work Day’s wide reading, exact acoustic and practical 
knowledge, and sympathies with music of every type, are 
apparent The book is an imposing quarto of 253 pages, 
the illustrations are beautifully executed photographs of the 
instruments shown, their scales are given and capabilities 
accurately set forth. It fell to the duty of the writer of 
this notice to review this important book, and the account 
will be fouod in Musical Xems of July 17tb, 1891. 

Captain Day contributed an article on African Musical 
Instruments to Ferryman’s “ Up the Niger,” and here he said 
something more than ordinary travellers usually tell us of 
the music of the uncivilised countries they go through. He 
wrote tor various publications quite a large number of 
papers on National and Military Music and our Bands, in 
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INTRODUCTION. 

W HETHER music as an attribute of man is as old as speech or not, 
we cannot say; for present consideration it is sufficient that both 
can be intensified into poetic expression with a common power in 
affecting the emotions, notwithstanding that there is a vast and unbridgable 
distance between the precision of articulate language and the vague suggestion 
and glamour of musical sound. There is a quality in recited poetry not inaptly 
described as musical, since it has a special charm due to the choice and rhythm of 
words, assisted by the personal note of the reciter. But this rhythmic euphony is 
only allied to the musician’s art, it cannot correctly be said to be comprehended m 
it. owing to the absence of defined musical intervals. From whatever point of view 
we overlook the human race, its history and development, we can nearly always 
trace music as having some connection, however slender, with the particular 
form of culture, or it may even be the absence of culture, under notice. Let us 
for the moment turn aside from the modem European musician's standpoint, as 
for him Harmony, although of comparatively recent origin, is indispensable, and 
we shall find melody in the succession of notes and their rhythmic movement 
possessing a beauty and exerting a charm which have endured for ages and 
comprehend the whole art of Music in the older civilisations. In Egypt ; in 
Babylonia, Persia, and Arabia; in Asia Minor, Greece, and Rome — and in India, 
modem as well as ancient, for here simple melody still reigns supreme. With 
the exception of the Drone, apparently of Indian origin, which is literally 
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preserved in the Bagpipe and Hurd); Gurdv, and is a characteristic feature in our 
modem harmonic music— conspicuous as the Pedal point— the traces of any 
combination of musical intervals, out of Europe, are unimportant and need not 
he considered in a comparison of our Western music, with its elaborate system of 
harmony, and that of the rest of the world, whether ancient or modem, where 
harmony has no place. 

Among the heterogeneous populations of India much material may be found 
that bears upon the history of melody. There is an Aryan strain probably as 
old as the Vedic Sanskrit, and a Persian which has in these latter days, and 
especially in Northern India, considerably modified the true Hindu. There are 
also echoes of an indigenous music which prevails among the hill tribes, 
remaining in the Indian music of to-day; but yet not so clearly heard that we can 
say we identify here or there a refrain of an original or pre-historic music, 
although we may unconsciously be very near it. In the present state of our 
knowledge it is impossible to affirm that a pentatonic, or system of five notes in 
the octave, is of greater antiquity than a heptatonic or seven-note system ; or 
that a chromatic or half-tone scale preceded an enharmonic composed of quarter- 
tones. All these varieties occur in our historic records, and if w e argue from the 
analogies of speech, or consider the measurement of vibrating strings, it is no 
less plausible to decide for primitive narrow intervals than for primitive wide ones. 
In ever)' province, go where we will, may be found some melodic or rhythmic habit 
or turn which it is possible to reckon as proper to it, having its peculiar scales or 
modes, its figures, rhythms, graces to mark its authenticity, but we may yet be far 
away from its origin, even as to locality. In the native music of Africa, so far 
as is known, there is much that may be traced to Asiatic sources. 

The oldest civilisation that offers us any substantial information is Egypt. 
It begins in the earliest historic monuments with a graphic sign representing a 
fingerboard instrument of the tamboura or guitar kind, which already marks 
a summit level in instrumental construction and musical conception. We 
are not likely to learn from civilisations which may have preceded Egypt, as 
from the non-existence of any form of graphic art they cannot now divulge 
their secrets. 
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Another question that has arisen is that of the priority of instrumental or 
vocal music. There are many difficulties attending a vocal origin of what we 
understand in varied pitch and recurring rhythm by melody. The poets’ music 
already touched upon, depending upon very’ small vocal inflections, can no more 
be measured and retained than the notes of many song birds which yet give us 
infinite pleasure. Very small musical intervals in traditional use which delight 
Indian and other Eastern people are clearly of instrumental origin, and to be 
attributed generally to facilities afforded by strings. This tradition may be of 
very great antiquity, and such old forms of music that occur to us, it may be Vedic 
chants or Hebrew psalms, are, in comparison, conceivably modern. A striking 
instance of a purely instrumental small interval is that of the Hindu musical unit, 
the s’ruti. The consideration of the \alue of this interval and of a combination 
of s'rutis to form an octave scale will be found in Captain Day’s lucid exposition, 
and is as interesting as it is important. There can be no doubt about the origin 
of the s’ruti in the measurement of a stretched string. 

The object of this introduction will be gained if we, for a little while, allow 
ourselves to forget the glory and splendour of our modem harmony, in favour of 
those melodic systems which once satisfied the great nations of classical antiquity, 
and still content those hoary civilisations of the East which preserve so much that 
is really ancient in their present daily life. Captain Day shows us interesting 
resemblances between the leading modes of old Greece and Asia Minor and 
certain favourite modes of the Hindus. There is no sure evidence of an intimate 
musical connection between those countries and India, a few scattered references 
In classical writers excepted ; but the relationship of sister Ary an languages may 
have been paralleled by a relationship of musical types sufficient to justify a 
theory of descent instead of one of imitation. 

The greater freedom in musical intervals melodic systems allow must be 
reckoned as compensating in some measure for the want of those harmonic 
combinations of which our European music has such inexhaustible wealth. What 
we lose in the possession of this rich estate is that u e are effectually barred from 
the use and enjoyment of a more pliant melody, free from the fetters imposed by 
consonant chords, a melody which has a great privilege in easily touching the 




INTRODUCTION. 



emotions. Recent scale theories, claiming to have their foundation in natural 
laws, are insufficient to account for the materia! which allows the pliability of 
Eastern melody. Cut they are insufficient even to account for our common 
diatonic scale, the structure of which rests upon three harmonic triads, and 
with chromatic and enharmonic systems are utterly irreconcilable. Under 
Captain Day's guidance we find that in India an ancient quarter-tone system has 
become in modem times a half-tone one — substantially our equal temperament, 
but permitting an expressive or ornamental use of smaller intervals than the 
half-tone, according to the player’s feeling or fancy. Whether this ideally half- 
tone system is due to a natural transformation tending to simplicity— as we find 
the rich Sanskrit reduced in modem vernacular dialects— or to an adaptation more 
suitable for practical use than a fine-spun theory of ancient music teachers, must, 
like nearly all the questions that have here been propounded, remain open or be 
regarded as bejond the possibility of answer. 

It must not be overlooked that the Persian and Arab musicians have also their 
enharmonic systems, and if these may be referred back to an older Babylonian, 
the delight felt in such melodic freedom may have been widespread in a remote 
antiquity. We w ould not, however, resign our harmony for this freedom, although 
we admit its great power to incite a poetic impression when we are in certain 
moods. What Indian music offers to mood will be found in Captain Day’s pages, 
and, studied from this point of view, the information he offers cannot but be of the 
highest salue. He shows us the existence of a really intimate expressive melodic 
music, capable of the greatest refinement of treatment, and altogether outside the 
experience of the Western musician. What we learn from such inquiries is that 
the debated opinions of musical theorists, the cherished beliefs of those who devote 
themselves to the practice of the art, the deductions we evolve from historic 
studies — all have to be submitted to larger conceptions, based upon a recognition 
of humanity as evolved from the teachings of ethnology. We must forget what is 
merely European, national, or conventional, and submit the whole of the 
phenomena to a philosophical as well as a sympathetic consideration, such as, in 
this century, is conceded to language, but has not jet found its way to music. 

A. J. HIPKINS. 





CHAPTER I. 

Indian music — How changed in the course of years— Its decline under Mahomedan rule — Hindu 
ideas of music — How encouraged in the South of India — Connection with religion — 
Influence of religion upon music — Legends — Difficulty of deciphering the ancient treatises 
■ — How differing from European music — Most noticeable peculiarities. 

A MONG the many arts and industries of India gradually decaying from 
want of patronage, but which, since the accession of the British 
Government, have again been fostered and encouraged, that of music 
has hitherto found no place. To Europeans it is certainly the least known 
of all Indian arts. Almost every traveller in India comes away with the idea 
that the music of the country consists of mere noise and nasal drawling 
of the most repulsive hind, often accompanied by contortions and gestures 
of the most ludicrous description. Perhaps the traveller may have fancied that 
he has seen a nautch— he has possibly been asked to some such entertainment 
at the house of a wealthy native; ot, more likely, he has possessed a 
treasure of a " boy," who has been able to make the necessary' arrangements 
with the “ nautchnees " for a performance of the kind. But in certainly’ 
two-thirds of such cases the singing and dancing witnessed has been of 
the commonest, and the performers of the most abandoned and depraved of 
the city — and the traveller has therefore received a false impression, which may 
abide through life, or impede the progress of a more correct appreciation of the real 
value of Indian music. But it is hardly fair that an art so little really understood, 
even among the natives of India themselves, should be judged by such a criterion 
and then put aside as worthless because solitary individuals have been deceived 
by parties of outcast charlatans whose object is mere gain. For that Indian music 
is an art, and a very intricate and difficult one too, can hardly be denied. But to 
appreciate it one must first put away all thought of European music, and then 
judge of it by an Indian standard, and impartially upon its own merits of the 
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ingenuity* of the perfonner— the peculiar rhythm of the music — the extraordinary 
scales used — the recitatives — the amount of imitation — the wonderful execution 
and memory of the perfonner — and his skill in employing small intervals as grace. 
Then when we hear old “ Slakes ” and •' Ghuzals,” songs written hundreds of years 
ago, sung with the same sweet dreamy cadences, the same wild melody, to the 
same soft beats of little hands, and the same soft tinkle of the silver cymbals, 
we shall perhaps begin to Feel that music of this kind can be as welcome and 
tasteful to ears accustomed to it as the music of the West, with its exaggerated 
sonorousness, is to us ; and so our contempt will gradually give way' to wonder, 
and, upon acquaintance, possibly to love. For this music, let us remember, daily- 
gives pleasure to as many thousands as its more cultivated European sister gives 
to hundreds. There is hardly any festivity in India in which some part is not 
assigned to music — and for religious ceremonies its use is universal. Since the 
Vedic times it has been cultivated as an art. The hymns of the Rig and Yagur 
Vedas were set and sung to music ages ago. The Vedic chant, composed in the 
simple Sanskrit spoken three thousand years ago, and handed down from 
generation to generation for more than thirty centuries, has a thrilling effect 
upon a cultivated Hindu mind. The Vedic chant is to Hindus what plain 
song is to us. For this ancient chant — like plain song — is bound up with the 
sacred ceremonials, and is wedded to language alike sonorous and dignified. 
And the place where it is heard, for it is only heard in the temple, is considered 
so holy, and the strain itself is so simple and devotional, that all who hear it 
cannot fail to be impressed.* 

Indian music, like its sister art in Europe, seems to have undergone many 
changes before reaching its present stage. In remote ages the art seems to 
have been highly cultivated, and musicians were held in great esteem ; but 
under the Mussalman dynasty, and owing to the almost perpetual strife between 
petty princes, music, like other arts, through want of encouragement, fell almost 
into abeyance. There is, therefore, little information to be had concerning the 
music of those times. 

From early periods, however, many learned and elaborate treatises 
(mostly in MSS.) upon the art yet remain. The later of these show 
that even then music had passed through several stages of transition. Since 
the Sangita PirijAta, which is believed to be one of the latest of these Sanskrit 



■ An interesting eaplanation of these chant* is psea by Hr. A.C. Gurnet!, rWX.in bis ** Arshev 
abrahman* - [Mangalore, ig;6]. and reprinted IB Tagore'* “ Hindu Music torn Various Sources." Tins 
Milana Hon wit! enable anyone to note the Sima \ cdic chant, as printed in the Bibliotheca todies. edition 
w ordinary notation. 1 
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works, had been written by Ahobala, two separate schools or systems of music 
have arisen and are now’ known by the names of Hindustani and Kamatik. 
The Kamatik appears to have been elaborated as a distinct system subsequent 
to the advent of the Aryans to the South of India. The two sj stems, although 
sprung from the same origin, have since undergone independently considerable 
changes, and are now totally distinct from each other. 

Of Hindu music in Southern India, since the fall of the Hindu Empire 
of Vijayanagur, Tanjore has been the only school, and from it those of 
Travancore and other places have doubtless been founded. Unfortunately, 
there is no record remaining of what had been done in former times in Tanjore ; 
but within the last few’ centuries the people there, as in Europe, have been 
aroused to a great state of musical activity, and there had sprung up a school 
of musicians, ending with Tiagyaraj, destined to effect great changes and 
improvements in the art. There are still papers in the library of the Tanjore 
Palace which show that various attempts have been made to improve the 
existing notation, such as it is, of Indian music. With the cession of the 
Tanjore territory to the British, at the close of the last century, there came a 
time when arts and sciences were cultivated in peace ; under encouragement of 
the noble and wealthy, music, so long neglected, once more sprang up with 
vigour to stnke out for itself a new path and to enjoy a fresh existence. History 
in parallel instances shows that such has always been the case when arts long 
neglected are revived and become rapidly popular. The earlier music of the 
Sanskrit period bears a close resemblance, as far as we can judge, to that of 
the ancient Greeks, going far to prove that music has been derived from the 
same Aryan source, which seems probable, and has been discussed freely by 
different writers. 

The most flourishing age of Indian music was during the period of native 
princes, a little before the Mahomedan conquest ; and with the advent of the 
Mahomedans its decline commenced ; indeed, it is wonderful that it survived 
at all. 

The Emperor Aurangzib abolished the court musicians. Mr. Blochmann, in 
his translation of the “Ain-i-akbari,” * quotes a curious story from the historian 
Khan Khan as to what occurred when this order was given. The court 
musicians brought a bier in front of the window where the Emperor used to 
show himself daily to the people, and waded so loud as to attract 



1 Ain i albari, or Institutes of the Emperor Attar.” TranshleJ from the original Persian t>y 
H. Blochmann. V'ol. V. 
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Auran^zib's attention. He came to the window and asked what it meant. 
They replied that melody was dead, and that they were taking him to the 
graveyard. The Emperor replied, “ Very well, make the grave deep, so that 
neither voice nor echo may issue from it." 

“The mote severe of the Mussalman doctors,” writes Captain Willard, 
one of the few Englishmen who have studied the subject, "like the 
Puritans eten now prohibit the use of music as irreligious and profane, while 
others are somewhat indulgent and permit it with certain restrictions. A few, 
convinced of its excellence, but dreading the censure of casuists, have prudently 
preferred silence. Some have considered it as exhilarating the spirits, and 
others, perhaps with more reason, declare it to be an incentive to the bent of 
the inclination, and, consequently, possessing the property of producing both 
good and evil."* 

Opinions of the kind just quoted; held by the educated and influential, 
naturally enough have tended to lower the standing of a musician, and the art 
itself has suffered in consequence. Hence, though there are many Mahomedan 
professors who are skilled executants, they are rarely men of any social position 
or educational attainments, and their knowledge of the theory of their art is but 
slight. Of course to this there are exceptions — men such as Maula Bux of 
Baroda, or Bhande Ali of Indore, might be mentioned \\ ho have studied much and 
who love their art for its own sake. But such are few and far between. Still, 
Mahomedan music, taken as a whole, has little to recommend itself even at the 
present day. The ideas professed by Hindus offer a curious contrast. For 
music, from a Hindu standpoint, is associated with all that is bright and sweet 
in life; its origin, ascribed directly- to Divine providence, causes it to be regarded 
as surrounded by a halo of sanctity. Almost all the religious literature of the 
Hindus breathes music. The ancient writings on Hindu music are known as 
the Gandharva Veda. The Gita Govinda, the Indian Song of Songs,* is music 
itself from beginning to end. It is difficult to imagine imagery more vivid, or 
to picture scenes more charming than those in which Krishna, with his fair Gopi 
companions, on the banks of the Yanina, played and sang those witching strains 
that, like those of Orpheus, held all creation spellbound. And so music with 
Hindus is a resource to which they always fly in joy or grief, for prayer or praise. 

But still the old idea that music as a profession is a degraded employment, 
fit only for the stroller or the dancing girl, to some extent lingers on, so strong j s 

* - A Treatise on the Music of Hindustan " Capt. K. Willard. Calcutta, 1S34. 

• Sir Edwin Arnold's charming paraphrase of this beautiful poem should be read by all earnest students 
of Oriental Music 
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Religion, bound up as it is with almost everything in India, naturally 
exercises a most powerful influence upon all the arts, and upon music especially. 
The earliest use of music was doubtless for religious purposes. Hindu music 
can hardly be said to have ever shaken itself free from being in some way 
or other connected with the religion of the country, traces of which are 
everywhere apparent. Almost all the books, especially the most ancient, relating 
to the art contain constant references to mythological traditions. The language 
used is at times so figurative that in many cases no one but a finished scholar 
can decipher its real purport. More importance is paid to such trifling details as 
the proper attributes — colour, caste, or wives — of each deified melody type fraga) 
or mode (th&t) than to the arrangements of notes which compose it and to the 
practical directions for its performance. Each note, scale, r.'iga, and measure is 
canonized, and long chapters are devoted to the description of the habitations, 
wives, raiment, &c., of these demigods and nymphs. Much valuable information 
can of course be gleaned from these books, but many of them contain a good 
deal of what is quite useless to the musician, though most interesting from 
an antiquarian point of view. Besides these Sanskrit works, there arc few’ books 
upon the art existing. 

Most of the vernacular works upon music have been written by Pandits, 
who have endeavoured to adapt the principles contained in the ancient 
works to their own ideas. Many of these books consist but of a string 
of quotations— often contradictor}’— taken at random from Sanskrit works 
of all dates, and interlarded with comments rather worse than useless, 
unless it be to mystify the reader. The writers of such books rarely know 
anything of the modem practice of music. They still try to fetter it by hard 
and fast rules learnt from books. Rules of the sort, of course, were made at a 
time when music as an art was comparatively in its infancy, but were never 
intended to apply to modern Indian music. It would be just as absurd to 
suppose that treatises on the music of the eighth and ninth centuries, where 
progressions by chords of 1*1 were not only allowed but admired, 4 would apply 
to the elaborate harmony of to-day. 

Other wmrks in the vernaculars have been written by practical musicians who 
really do possess the knowledge they try to impart, but will not do so without 
mixing it with the absurdities of these so-called Pandits. The fear of criticism 



Organum was the name given to this rode harmony. An instrument called Organistruio, in use in 
the ninth century, enabled these chords to be played in succession. And the organ itself appears to has e 
been so constructed, the origin m fact ot the modem mixture stops.— See Cerbcrt. " De cantu et tnu<ici 
sacra,' St. Blaise. 1774. 
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or ridicule is one cause of this ; but it is also due to the great dislike all native 
musicians have to imparting instruction to any but a far oured few ; indeed, they 
rather prefer that the general public should continue in ignorance. This has, 
naturally enough, tended to hinder the growth of a popular taste for music until 
quite within the past few years. Societies, such as the Gayan Samaj of Poona 
and Madras, have recently sprung up and are doing much to encourage 
popular music ; with the advance of general education there has been a growing 
feeling in favour of teaching singing in the schools, and in future years it is to be 
hoped that all such idle prejudices will have been rooted out completelv, and 
that the study of the national music of the country will occupy, as it should, a 
foremost place in all Indian schools. 

At the present day, however, it is absolutely impossible for anyone to gather 
an accurate knowledge of the principles of Hindu music without the aid of 
learned natives, a practical acquaintance with the capabilities of their instruments, 
and without consulting the best living performers — things that few persons have 
opportunity or leisure to attempt. 

fOf the astonishing power which music is believed by the ancients to have bad, 
not only over men and passions, but also over animals and inanimate things, 
Hindu legends, like those of most ancient nations, are redolent. 

** I have been assured by a credible eve-witness,” says Sir William Jones, 
“ that two wild antelopes used often to come to the woods to the place where a 
mere savage beast, Siraj ud Doulah, entertained himself with concerts, and that 
they listened to the strain with an appearance of pleasure till the monster, in 
whose soul there was no music, shot one of them to display his archery , 
secondly, a learned native of this country told me that he had frequently seen 
the most venomous and indignant snakes leave their holes upon hearing tunes 
on a flute, which he supposed gave them peculiar delight ; and thirdly, an 
intelligent Persian, who repeated his story again and again and permitted me to 
write it down from his lips, told me that he had more than once been present 
when a celebrated lutemst, Mrrza Mahomed, sumamed Bulbul, was playing to 
a large company in a grove near Shiraz, that he distinctly saw the nightingales 
trying to vie with the musician — sometimes warbling on the trees, sometimes 
fluttering from branch to branch, as if they wished to approach the instrument 
whence the melody proceeded, and at length dropping on the ground in a kind 
of timid ecstasy, from w hich they w ere soon raised, he assured me, by a change 
of the mode.” 1 



' ‘‘On the Mnsjcal Modes of the Hindus." — See “ Asiatic Researches-' VoL HI Calcutta, ijga. 
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a cool and shady grove of bamboos by its side; there he thought he would rest 
during the heat of the day. Accordingly he hung up his basket on one of the 
overhanging bamboos and began to sing. When he had sung for some hours he 
began to feel hungry, and so looked about for a place to cook his mid-day meal ; 
but to his great chagrin he found that as the sun rose higher the bamboo upon 
which his basket was hung had bent upwards out of his reach. This solution of 
his difficulty did not however satisfy him, as he thought it due to his own neglect 
rather than to Divine interference. Continuing his journey, in the evening he 
arrived at a large town, the Rajah of which had built a “ Chattram,” or rest house, 
for the free accommodation of all poor travellers. The musician was hospitably 
received there, and food was laid before him. The Rani herself used to serve the 
guests with ghi, or clarified butter, before they commenced to eat. As she served 
the musician he was unable to restrain his glee, and exclaimed, "At last have I 
overcome thee, Ahiri! ” Unfortunately for him, the name of the R&ni happened to 
be Ahiri, and she naturally fancied that he intended some impertinence. He was 
promptly arrested and condemned to be impaled. As he was led to execution he 
implored the Rajah to grant him a hearing; his request was complied with, and he 
told the whole story. The Rajah then commanded that he should be set at liberty, 
and dismissed him with a present, bidding him at the same time refrain from 
tempting the gods farther, as it had already so nearly cost him his life. J 

Many other such legends may be found in the works of poets and writers 
upon religious subjects, and others have been handed down orally by musicians 
and would well merit collection. 

The ancient theory of Indian music has been comparatively little studied, 
except by learned Pandits, many really good performers being ignorant of anything 
but the modem custom. This is probably because many of the ancient treatises 
that remain were purposely worded so that only Brahmins skilled in sacred lore 
could decipher their meaning. And now the improvements and alterations 
introduced from time to time by musicians of the day have come to be looked 
upon as authentic, a fact that in some degree tends to account for the differences 
that apparently exist between the ancient and modem systems. 

The theoretical part of Hindu music when compared to that of Europe is 
naturally very simple, as it treats entirely of simple melody and measure. The 
most noticeable points are the extraordinary' importance which the Hindus, 
like all the ancient nations, have from the first attached to mode — the trans- 
position of the natural scales; the peculiar rhythmical measures, frequently 
irregular; the noisy methods of beating time ; and the almost entire absence of 
harmony. The only harmony', if it can be called so, is a continuation as a 
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pedal of the tonic or dominant, as was done in old “ pastorales," and which is 
still found in Scotch or Irish bagpipe music. The use of all kinds of grace is 
common. The rules laid down for the composition of pieces in what are called 
ragas are curious, and should be noticed ; certain progressions of melody 
being forbidden, while others are lawful. Whether the ancient Greeks made 
any employment of raga is not known, but it seems extremely probable, since 
they attributed the greater part of their science of music to India , 11 and that most 
Eastern nations still employ either raga or its equivalent. 1 * 

Roman music was brought to perfection by Greek musicians and their pupils, 
and Greek modes were introduced by them. The early ecclesiastical modes 
appear to have been derived from those of the Greeks. Many of the older 
contrapuntal rules as to the employment of intervals had their origin in the 
imperfect scales in which the ecclesiastical modes were composed. All this 
goes far to show the possibility of the elaborate counterpoint of the present day 
having had its prototype in the old Sanskrit raga system. 

Of the two systems practised in Southern India at the present time, the 
Hindustani is somewhat akin to that of Northern India and Bengal. It is 
practised mostly by Mussalman musicians, while the Kamatik is confined more 
to those of the Southern races. The latter, which may be called the national 
music of the South, is far more scientific and refined than the Hindustani, and 
its professors are, as a rale, men of much better education ; a fact that is not 
without influence upon their music, and seems apparent in all their melodies, 
but particularly in the renderings they give of them. 



° Strabo X. in. 

“The Greek practice of Melojwia appears very snilir to that of ri^a. — lUe Mr. CfcappeF* 
“ History of Mnac." Lesion, See also Ptutarth, Cap.mL,w. 
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Ratnavali; the Sabha Vinoda,* or “Delight of Assemblies’'; and the Sangj'ta 
Darpana, or “Mirror of Music,” written by Damodara Misra— all works of 
more or less value in the elucidation of the music of the ancients. 

The Raga Vivodha, or “ Doctrine of Musical Modes," by Somanath, or 
Soma Raj, is one of the most valuable of the ancient treatises that have been 
handed down to us. This book was evidently written at a much later date than 
the Ratnakera, which it quotes from several times ; but it is doubtless a very 
ancient composition. The first, third, and fourth chapters explain the doctrine 
of musical sounds — their division and succession, the variation of scales by 
temperament, and the enumeration of modes. The second chapter contains a 
minute description of different vinas, with rules for playing upon them.* The 
last chapter contains strains noted in letters. The whole work is singularly clear 
from mythological references. 

The Persian writer, Mirza Khan, under the patronage of Aazim Shah, 
wrote a work entitled “ Tohfuht-ul-Hind," which contains a chapter upon music, 
the information for which was extracted, with the assistance of Pandits, from 

various Sanskrit works. Mirza Khan describes four principal systems of music 

viz., those of Isvara ; of Bharata ; of Hanuman, or PavSn ; and of Callanath. 
All four are mentioned also in the Raga Vivodha. 

The main principles contained in most of these ancient works are \ ery similar. 
The differences consist mostly in the names and the constitution of the different 
modes and ragas. 

Written at a still later date than any of the former, to judge by all appearances, 
is the Sangita Parijata , 4 or “ Flower of Music,” by the Pandit Ahobala. 

The system of music described in the Parijata differs from that of the 
Ratnakera, in that it admits of greater intervals than a tone or four s’rutis, 
and of less intervals than a semitone or two s’rutis, being, therefore, capable of 
forming numerous enharmonic scales. All the notes, except the first and fifth, 
are occasionally shifted above or below, and the fourth is never omitted in the 
scale * 

This work contains the key to the present Kamatik sjstem, and many of the 
ragas contained in it are practically the same as those now in use in Southern India. 

* This wort, is mentioned by Sir William Jones. As far as I ha\e been able to ascertain, there is at 
present no known copy in existence, unless, indeed, tins work is identical a ith one called Sangita VlnSda. 
a eopt of which is in the libra r) of H H. the Xfaharajah of Dikanlr. 

* Sir W. Jones. 

« According to the Mahabhirata. Pinjita is the name of the celestial tree in Indraiola. 

1 See Preface to edition of Sangita PinjSta, edited by Kilwira VfJantabigisa. Calcutta, 1S79 See 
also the list of modem Kamitik scales given cpon pages 32 — 35. 
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The ancients divided their octave into twenty-two intervals, called s’rutis. 
The names of these s’rutis are differently given by the various authors, but 
the following list, taken from the Sangita Ratnakera, is the one which, at the 
present day, is best known : — 

X. Tivra ' IO * Vajnka \ 

2. Kumadvati J li. Prasarini | 

3. Manda 12. Pritt 

2 ‘ 13. Majanl 

1 Rishaba 14. Ksh’iti 

15. Rakta 

16. Sandipa 
. 17. Alapi 



4. Chan do vat i 

5. Dayavati 

6. Ranjani 

7. Rahtika 

8. Rudri 
g. Krodha 



) Ri. 

I Gandhara 
or Ga. I 



Madhyama 

or 

Ma. 



Panchama 

Pa. 



iS. Madanti (Dhaivata 

19. Rohini [ or 

20. Raima ) Dha. 

21. Vugra }Nishada 

22. Kshobini j or Ni.* 



The exact definition of what constituted a sTuti is difficult to determine, but 
it is thus vaguely given by the Sangita Ratnavali : — “A s'ruti is formed by the 
smallest intervals of sound, and is perceivable by the ear; it is of twenty - 
two kinds” (i.e., as shown abo\e); also “every distinct audible sound is a s'ruti ; 
it is a s'ruti because it is to be heard by the car.” 

The scales are formed from the sTutis, four s’rutis being allotted to 
a major tone, three to a minor (which would appear to have been of a pitch 
somewhat flatter than the tone and sharper than the semitone; doubts, 
however, exist as to whether the intervals of the s’rutis were equal or not), 
and two to a semitone. 

The s'rutis are differently arranged in gramas, or scales, three in number — 
viz., Shadja-grama, Madhyama-grama, and Gandhara-gruma. 

The literal meaning of grama signifies “a stopping place” or “village." 
Hence the word came to be used for scale, since the s’rutis are arranged in a 
scale as mankind in villages. 

The Shadja-grama consists of two tetrachords similar to each other, and 
separated by a major tone — nearly our diatonic major scale. 

The Madhy ama-griima is formed from the preceding by a transposition of the 
major tone, between Pa and Dha, and of a minor tone between Dha and Ni — 
precisely our diatonic major scale. 



• •' In the arrangement of the s'rulis. modern usage u diametrical!) opposite to Ihe classical one tlie 
latter placing them before the note to which the) respective!} belong, while the fi>rmer gt«cs their position 
after the notes. It is difticult to determine sbn or In whom the alteration was erected The arrangement 
of the frets of the vina and other struigrd instruments aeeords with the modern acceptation ,f the 
principle. According to the rule laid down in the classical treatises, the disposition of the notes is reversed 
in the case of Daravi {.’it. wooden — is, stringed) lastrumerts. and out of this reversed arrangement 
perhaps, the moJcm theor) about the arrangement of Ihe position of the s’rulis lias been « orled — | lie 
Musical Scales of the Hindus.” S. M. Tagore. Calcutta. 1*^. 
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Hence the two gramas stand in the following relation : — 



Shadja-giama 



Madhyama-grirr.a 



Sa 

l 1 1 2 1 3 1 4 


d G 

* 1 a | 3 


a Ma P 

■ 1 * 1 ■ U 1 1 L 


a Dha J, 

' M3l J 1 IM 3 


i Sa 
1 | 2 | 


j 1 1 2 |3 1 4 
Sa I 


I/*|3 
i f 


M2 1 / 2 / 3 1 4 
aha P 


1 / a 1 3 


1 1 2 1 3 / 4 
Dha h 


1 1 2 I 

Sa 



The third grama is called the Gandhara-grama. Its construction is not clearly 
laid down, and if it ever e.\isted in practice its use has Jong been discontinued. 
According to the Damodara its construction is only known in Indraloka, the 
mythical heaven of the god Indra, thus dispensing with the difficulty conveniently. 

The Sangita Parijata mentions that it merely differs from the other gramas 
in that the note Ni wall have four s’rutis, and that Sa will consequently have 
only three . 1 

The Sangita Darpana points out three changes in the scales in forming 
the Gandh&ra-grama from the Madhyama-grama. 

Upon this Mr. Paterson 8 makes the following remarks : — 
ist. GandhSra takes one s’ruti from Rishaba and becomes of three — i.e.,by rendering the note 
Ga flat, the interval between Ri and Ga is reduced a semitone, and that between Ga and Ma 
becomes a minor tone. 

2 nd. Panchama loses one s'ruti to Gandhira. 1 am at a loss to know how this can take 
place. I rather suspect an error in the text, and would propose to substitute Dha, the sixth note, 
instead of Gandhara. The three s'rutis of Panchama male the interval between the fifth and sixth; 
by losing one, it is reduced to a semitone; but it cannot lose this one to Gandhara, which is the 
third note. There are but two methods of reducing this interval to a semitone — one by raising 
the fifth note, the other by rendering the sixth flat. But here the interval between the fourth and 
fifth remains unaltered. It must in this Case be done by making Dha, the sixth note, flat ; or, in 
the language of Hindu music, by giving one of Panchama’s s’rutis to Dhan at a. 

3 rd. Suddhasvlra gives one s'ruti to Xishada. Here Nishida is rendered one s'rcti flat 
SuddhasvSra is not the name of a note, but is explained to me to be a term appl.ed to a note 
possessing its full complement of s'rutis. It may, therefore, in this case be applied to Dhaivata; 
for although it may give one s'ruti to Nishada, jet it gams one from Panchama, and still retains 
four complete s’rutis. If these conjectures are admitted, and we compare it with the Madhyama 
griroa, to which these changes evidently refer, it will stand thus — 




» The disposition of the s'rutis in this case would be preceding their respective notes, otherwise Sa would 
be shifted one s’ruti, and this is not so, as has been already re marled when mentioning the Pinjita Erst. 

* " On the Grim as or Musical Scale s of Che Hindus.*' — “ Asiatic Researches." Vol. IX. Calcutta, rSoy. 
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That the Hindus probably by this division of the octave meant nothing more than what I 
have before supposed may appear from the following table, in which the intervals between each 
note and the note above it are taken from Mr. Malcolm's senes of the octave in the two modes (as 
given by Mr. Chambers under the article “ Scale’ ). This I have done in order to compare these 
intervals with the s'niti of the Hindus, and to show the differences — 



Malcolm's Series of the Octave. Malcolm's Series of the Octave. 

? + 2 5 ? £ I 853255^ 

9 5 4 3 S »5 2 9643892 

Major mode, or Madhyama-grlma. Minor mode, or Gandhdra-grAma. 
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X 

? 


“B 0 

fit 

r b a 

fr| 


t\l 

Ilf 

«i£ 


ry 

& 

|5 




Jl 

I It 

O.S 

4 


8 If 
IH 

i 


■? 




i 
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4 


m 


t 


D 


4 


JM 


fa 


3tt 


3 




* 


n 


2 


i&i 


fa 


21 


2 




& 


3* 


3 


i&S 


fa 


3} 


4 




fa 


3! 


4 


IM 


Tl 




3 


!&S 


fa 


.1 


• 


! & A 


A 


«h 


4 


s& $ 


A 


3iV 


4 


tV&1 


fa 


*fa 






fa 


2 J 


3 



In a paper read to the Royal Society,® in 1877, upon the Hindu division of 
the octave, Mr. Bosanquet shows that the fifths and thirds produced by dividing 
the octave into twenty-two equal intervals do not deviate very widely from the 
exact intervals which are the foundation of the diatonic scale, the fifth being only 



" Proceedings of Royal Society." Vol. XXVI., page 372 
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•07 or very nearly $ of a comma 10 sharp, and the major third -045 or nearly J of a 
comma flat. 

He also gives the following table in order to show the deviation of the other 
intervals of the scale from those of just intonation : — 



SYSTEM OF TWENTY-TWO. 



IsumL 


Di&rractaf 


I'ltu. 


hML 


i£S1l 


Fourth 


Fifth and Octave 


9 


49091 


49So5 


Major Tone ... 


Fourth and Fifth 


4 


2-1818 


2 039* 


Minor Tone ... 


Third and Major Tone 


3 


1-6363 


1-8140 


Major Semitone 


Third and Fourth 


2 


1-0909 


, ' ,, 74 


Minor Third ... 


FTfth and Third 


6 


3-2727 


3-1564 


Minor Semitone 


Major Tone and 
Minor Third 


1 


*5454 


7067 



" In regarding these number*," he obierves, “we niuit remember that as far as European 
musicians are concerned, the deviation from equal temperament is the most important thing in a 
melodic point of view. 

“ Intervals which deviate widely from equal temperament sound out of tune to the European 
ear, and as harmony is not employed, the justification which derivation from perfect concords is 
felt to give in harmony has no opportunity of asserting itself." 

This calculation of Mr. Bosanquet's was made on the assumption 
that all the s’rutis were equal. That such could not have been in reality 
the case, or that the employment of the system of twenty-two never entered 
practically into Indian music, would seem to be from all evidence almost 
certain. 1 * 

This will be more evident by a reference to the following comparative 
diagram of the primitive Sanskrit Shadja-grdma and the European diatonic 
scale, as drawn for the Rajah Sir S. M. Tagore, and published in his work 



” Comma of Si ~ '*1506 

u See also “The Twenty t»o Musical S"rutjs of the Hindus.” S. M. Tagore. Calcutta, 1SS6. 
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upon the “ Musical Scales of the Hindus,” from data supplied by the ancient 
treatises, the measurements being those of a string go inches long : — 



PRIMITIVE SANSKRIT SHADJA GRAMA 



20 


16 


9 


*5 


UL 


1 *°i 


6 


20 


16 


9 


‘5 


ljh 


12 


b 



EUROPEAN DIATONIC SCALE. 



The only difference, it will be seen, is in the fact that the sixth is in the 
European diatonic scale flatter than in the ancient one ; so that the ancient 
Sanskrit sixth had apparently the same ratio, theoretically, as the Pjthagorean 
sixth of the Greeks. 

This seems probable, for the historian Strabo sajs that among the Greeks 
those who regard all Asia as Jar as India as a country sacred to Dionysius, 
"attribute to that country the invention of nearly all the science of music.” 1 * 

But as concerns string measurements by the monochord, the Jate Mr. A. J. 
Ellis, F.R.S., in a most exhaustive paper read before the Society of Arts, 11 notices 
the above table of the Rajah's and remarks : “ These divisions are made 
on the supposition that the vibrations are inversely as the length of the 
strings, which all my observations and experiments show is not the case on 
any practical instrument." 

Mr. T. M. Venkatas ’esha S’astri, a well-known authority upon theoretical 
music in Southern India, in a letter to the author, sajs that the word "s’ruti” 
appears to ha\e undergone a great change in its meaning, and he inclines to the 
belief — but on what grounds it is difficult to say — that the suddha septa svaras, 
as understood at present in Southern India, meaning, as already explained, 
the seven notes of the scale containing their full number of s’rutis, are as 
follows : — 




This tends to account in some measure for the preference ghen to the scale 
Mayamalavagaula, described in another chapter. 

Mr. A. J. Ellis has gi\en a table in the above-mentioned paper 14 of the 



“ Strabo, booV X.. w. 

«■ On “ The Musical Scales of Various Nations" by A. J. Ellis, F R.S., F.S A , Ac.— See “Journal of 
Society of Arts.” Syth .March, 1SS5, No. r,6SS, VoL XXXlll. 

M See previous note. 
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comparative differences in the chromatic scales formed by the division of 
a string into parts, according to both the ancient directions and to what 
the Rajah Sir S. M. Tagore states” to be the modem Bengali use. The 
figures are in cents— that is to say, the hundredth parts of an equal semitone. 
He says: — 

I givethe numberofdegrees (s'rutis) and the calculation of their value on both plan s,cM and ««c, 
with the names of the nineteen Indian notes, assuming that the pitch varies inversely as the length of 



the string, a 
corrected by 


s shown by the position of F and the octave, and that any errors thus arising have been 
INDIAN CHROMATIC SCALES. 


Degrees 


, 


2 


3 


4 


5 


6 


7 


8 


9 


10 


,, 


Notes 


C 




D? 




D 


E>y 


E7 


E 


Eg 


F 





Old 


0 


5> 


X02 


>53 


204 


264I 


3*5 f 


3S6 


442 


498 


549 


New 


0 


■49 


99 


J 5« 


204 


259 


316 


374 


435 


498 


543 


Degrees 


12 


*3 


*4 


>5 


16 


>7 


18 


>9 


SO 


21 


22 


Notes 


r; 


F;; 


G 


A*> 


AS. 




A 


Bj* 


B? 


B 


b; 


Old 


600 


63 X 


702 


753 


S04 


855 


906 


966! 


10271 


10SS 


1144 


New 


589 


637 


683 


736 


787 


8 4 t 


896 


952 


toil 


1070 


”35 



The only values agreeing in each are C, D, F, while new E.’ is the just minor third— a mere 
accident. The nine degrees from C to F vary from 49 to 63 cents, and then there is a sudden 
break, after which the thirteen degrees from F to the octave vary from 45 to 65 cents. This is 
the first intelligible presentment of the Indian scale which I have been able to effect. It will be seen 
that C, D7, D, Ei\ E, F, FJ, G, At>, A, 111*, B are represented pretty well by our equally tempered 
notes ; but that the seven intermediate notes — EW| Eg, TO, AW, BW, BJ — could only be 
tempered in the quarter-tone system used in Syria. Hence in the usual transcription these seven 
notes are identified with some of the others. . . . These comparisons necessarily injure 
the original character of the music and give it a haimonisable appearance which is entirely foreign 
to Indian music. 

Mr. Ellis also examined a vina from Southern India, now in the South 
Kensington Museum, with the following result : — 

Cents o 97 195 312 397 515 596 6ga ySa 883 997 1092 1207 

Notes G M A B> B c d? d e» e f fg g 

He remarks : “ This is very close indeed to our scale of twelve semitones, 

and maybe taken for it"; thus proving scientifically what has been found by 
experiment to be invariably the case with vinas used by Kamatik musicians 
(vide page 31 — footnote). 

In a communication received from Mr. A. J. Hipkins, it is not acknowledged 
that there is any connection between the old Indian gramas of 22 quarter-tones, 
or s’rutis, and the modern European scales, which, with major and minor tones 



1 “ The Musical Scales of the Hindus." Calcutta, 1SS4. 
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and semitones, are founded upon the knowledge and practice of harmony. 
The Indian scale intervals ought to be understood as they are explained by 
native writers — namely, as a tone," a J-tone, and a J-tone, composed of 4, 3, 
and 2 s’rutis respectively. With this conception of intervals, and it must 
he borne in mind the J-tone is still approved of in the East, a division of 
the octave into 24 equal quarter-tones becomes impossible. For as it was 
essential to secure an approximately perfect fourth with 9 s'rutis, and a 
fifth with 13, the dhision of the octave by 22 was the only one available. 
The error in the fourth of g equal s'rutis of a 22 division is no more than 
J-comma, in melody scarcely noticeable, but the error in a 21 or in a 23 
division could not have been easily tolerated. The s’rutis thus being a little 
wider than exactly equal quarter-tones, 54ft cents instead of 50, the Indian 
gramas in most intervals come near to those of our just intonation scales, 
but this resemblance is accidental, as the foundation is different. It must, 
however, not be forgotten that this scale of probably equal s’rutis was 
theoretical, and has long since been superseded by another and more 
practical system, and that equal measurements of a string will not represent 
accurately this old Hindu conception. 

The comparison of the 22 s'ruti scale with the European one of just 
intonation is as follows. The figures are equal semitones to two places of 
decimals (or the late Mr. A. J. Ellis’s cents). 

Indian 2 m 8 3-82 4 , gr 7'°9 9-27 io-gi 12-00 

European 2-04 3-86 4-98 7-02 I 884 \ ro-8S 12-00 

1 or g o6, wllh comma tdded J 

The following table, kindly sent me by the late Mr. Ellis, shows the results 
obtained from a most minute and careful examination made by him and by 
Mr. A. J. Hipkins of a beautiful old vina, in perfect condition, now in my 
possession. This instrument is between two and three hundred years old, and 
is from the collection in the Tanjore Palace. The results, as will be seen, 
tend to prove that the frets were purposely arranged for something like equal 
temperament. We see, therefore, that in India much the same results have 
been independently arrived at by native musicians as have been attained by 
subsequent science in Europe. 



» Mr. Hipkins states : "The Pythagorean tone — i e., the distance by which a perfect fifth overlaps a 
perfect fourth— which is here meant, is 2 04 equal semitones, and the greater tone that from the harmonic 
seventh completes the octave is 2.31. The four s'rutis amount to 2-i8." 
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The s’rutis are arranged in their different svaras, or intervals of the scale, 
according to the “murchanas.” Of what these murchanas really consisted 
is very doubtful. 

Sir William Jones states that the murchanas, of which there are seven in 
each grama, appear to be no more than “seven pieces of diapason multiplied by 
three, according to the difference of pitch in the compass of the three octaves.’’ 

This view seems to be that taken by Kohala, an ancient musician, from 
whose pen fragments of a treatise in Sanskrit are still remaining. 10 

Mr. Paterson, on the other hand, conjectures that they are the intervals of 
each grama, and arranges them in the following classification : — 

Shadja-grama Sa to Ri 1st 2nd \ 

„ „ Ga „ 3rd |ist Tetrachord. 

„ „ Ma „ 4th j 

Pa „ Dha ,, endj 

m >i Ni „ 3rd (2nd Tetrachord. 

„ „ Sa „ 4th j 

Sa „ Sa „ Octave 

Madhyama-grama ....Sa „ Ri 2nd 

„ „ Ga Greater third 
„ „ Ma 4th 
,1 „ Pa 5th 
„ „ Dha Greater sixth 
„ „ Ni 7th 
„ „ Sa Octave 

Gandhara-grama ....Sa to Ri 2nd 

„ „ Ga Minor third 
„ „ Ma 4th 
„ „ Pa 5th 
„ „ Dha Minor sixth 
11 it Ni 7th” 

„ „ Sa Sth 

The seven intervals of each scale are arranged in what are called ragas. 

Sir W. Jones employs the term ruga as synonymous with mode. 

Mode and raga are, however, perfectly distinct from each other — Mode 

“The Sangita Darpana gives a totally different meaning to murchana, describing the murchanas 
as the permutations produced by a method somewhat like change ringing, the number of murchaoas 
being the continued product of the number of notes emplojed. Hence, from a grima of ce\ en tones we 
get 5,040 different murchanas. The method of producing these permutations is called " hundameru ” by 
native musicians. 

“ Whether major or minor is not stated by Mr. Paterson. 
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being termed that, and not raga or ragini. Now that consists in determining 
the relative intervals between several sounds, which constitute an octave with 
respect to each other. A raga is formed from these, in its composition 
employing the whole or less number of the intervals of the that, and with a 
peculiar melodic style of its own ; in fact, a melody type formed upon a mode. 
This, however, is more fully explained in another chapter. 

In no two Sanskrit works do we find that the ragas agree either as to their 
names or their notation ; the modes or scales of these different ragas arc not 
given, and, in most cases, it is therefore only a matter of conjecture as to how 
they were performed. In almost all these works a somewhat similar classification 
of the rags and raginis has been adopted. There arc six principal ragas personified 
as demigods, each of which has a certain number of raginis (personified as the 
wives of the ragas) — sometimes five and sometimes six— appended to it. 

The following classification is that of Hanuman* 1 : — 

I. — Bhairavd _Dha, ni, sa, ga, ma, dha. 

Madhyamadi ....Ma, pa, dha, ni, sa, ri, ga, ma. 

Bhairavi ....(i.) Ma, pa, dha, ni, sa, ri, ga, ma. (i.) Ascending.) 

( 2 .) Dha, ni, sa, ga, ma, pa. ( 2 .) Descending. j 

Vangali Sa, ga, ma, pa, ni, sa, 1 

Ma, pa, dha, ni, sa, ri, ga, ma. j 

Varati Sa, ri, ga, ma, pa, dha, ni, sa. 

Syindavi Sa, ri, ga, ma, pa, dha, ni, sa,) 

Sa, ga, ma, pa, dha, ni, sa. I 

II. — MAlavakusika Sa, ri, ga, ma, pa, dha, ni, sa. 

Todi Ma, pa, dha, ni, sa, ri, ga, ma.J 

Sa, ri, ga, ma, pa, dha, ni, sa. ) 

Kambavati Dha, ni, sa, ri, ga, ma, dha. 

Gauri Sa, ga, ma, dha, ni, sa. 

Gunakeri Dha, ni, sa, ga, ma, pa, ni.) 

Sa, ga, ma, pa, ni, sa. J 
Kakobha .. .. Dha, ni, sa, ri, na, ma, pa, dha. 

111. — Hindola Sa, ga, ma, pa, ni, sa, ni, pa, ma, ga, sa. 

VeliveU ... — - Dha, ni, sa, ri, ga, ma, pa, dha. 

Ramakeri Sa, ri, ga, ma, pa, dha, ni, sa.) 

Sa, ni, dha, ma, ga, ri, sa. J 
Deshaks'ja . .. .Ga, ma, pa, dha, ni, sa, ga. 

Palamangeri ....Pa, dha, ni, sa, ri, ga, ma, pa. 

» gee “Sangtta Sira Singrahl," a collection of canons Sanskrit anthonties. edited by S. M. Tagore. 
Calcutta, 1875. 
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Lalita Sa, ri, ga, ma, pa, dha, ni, sa, sa.) 

Dha, ni, sa, ga, ma, dha, dha. J 

IV. — Dipaka Sa, n, ga, ma, pa, dha, ni, sa. 

Kadara . .. . Ni, sa, ga, ma, pa, ni, ni. 

Kanada Ni, sa, ri, ga, ma, pa, dha, ni, ni. 

Deshi .. . .. Ri, ga, ma, dha, ni, sa, ri. 

Kaumodi Dha, ni, sa, ri, ga, ma, pa, dha. 

Natika . Sa, ri, ga, ma, pa, dha, ni, sa. 

V.— -S'ri-R4ga Ni, ga, ma, pa, dha, ni, sa, ri. 

Vasantha Sa, ri, ga, ma, pa, dha, ni, sa. 

Malava Ni, sa, ga, ma, dha, ni. 

Malava-s'ri Sa, ri, ga, ma, pa, dha, ni, sa. 

Dunisri Sa, ga, ma, pa, dha, ni, sa. 

Asaveri Dha, ni, sa, ma, pa, dha. ) 

Ma, dha, ni, sa, ri, ga, ma.i 

VI. — Megharaga ..Dha, ni, sa, ri, ga, ma, pa, dha. 

Gauri Dha, ni, ri, ga, ma, dha. 

D£shakari Sa, ri, ga, ma, pa, dha, ni, sa. 

Bhup&li Sa, ri, ga, ma, pa, dha, ni, sa.) 

Sa, ga, ma, pa, ni, sa. f 

Gaurjeri Ri, ga, ma, pa, dha, ni, sa, ri. 

Dakha Sa, ri, ga, ma, pa, dha, ni, sa, sa. 



The Sangita Narayana shows that thirty-six “ modes ” or ragas are in 
general use, and the rest very’ rarely applied to practice. These modes are 
shown by Sir William Jones in his essay’ on the musical modes of the Hindus, 
and will be found in many respects similar to those described in the Sangita 
Darpana, and shown above. Thirty’-six modes from the Raga Vivodha, and 
thirty-six from the work of Mirza Khan, have also been described by the same 
eminent scholar, and need not, therefore, be reproduced here. 

The rhy’thm of the early music seems to have been very’ complicated, and 
the most exact directions as to the value of notes and the division into “ tSlas” 
or rhythmical periods are given. These, again, vary in different authors. 

For example, in order to estimate the relative time value of successive 
notes, the sage Anginayya gives the following poetical directions : — 

Take one hundred petals of the lotus flower, place them then one upon the other, and 
when pierced with a needle, the time in which the point passes through a single petal is called 
one second ; eight such seconds are called one lavi; eight lavas one koshta ; eight kosht&s one 
nimishi ; eight nimishis one kali ; four kalis one anudruthi , tw o anudruthas one dnitha , 
two druthas one Jagu ; two ligus one guru , three lagus one pltifha , four ligtis one kakupat ha 
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Of these, later on in his work, he employs the following, calling drutha 
a half matra, and this he takes as the limit. 

Hence we can deduce the following table: — 



Written 


Name 


Value 


0 


Druthl 


*5 Matra* 


, 




1 Matra 


<t 


Guru 


2 Matras 




Flutha 


3 Matras 


c 


BiramA (or rest) 


Not stated 



The common and triple time here implied is striking, and in some 
measure tends to prove that the employment of triple time is not of such 
comparatively recent introduction os some writers endeavour to show. 

Formed upon the above basis, several hundreds of different tSlas or 
measures — many of them extremely complicated — are given.* 1 

The rhythm of some of these ancient tdlas is still employed in practice, 
although the complicated system of signature is no longer in use. The following 
table, taken from the work of Anginayya, comprises some of these ancient t&las, 
together with their value in modem notation. 

The sign of C or rest, although its value is not definitely stated by 
Anginayya, can be— judging from the performances of modem Mridang ot Tabla 
players — correctly taken to be of the same value as the note immediately 
preceding; or else it may’ be employed as a "dot,'’ when placed after a note, to 
lengthen its value by one-half. 

Captain Willard, in his “ Treatise upon the Music of Hindustan," has given 
another and very’ complete list of these ancient talas, differing in many ways 
from the following ; but, unfortunately, he does not state from what authority he 
gathered them. 

To judge by the very’ complicated nature of many of these talas, and the fact 
that they’ vary widely’ in almost all the authorities, it seems hardly likely’ that 
they were ever in very’ common use; but they are, nevertheless, interesting as 
showing the great variety’ of rhythm that can be produced by’ such simple means 
as beating the two hands together — the earliest kind of rhythmical accompaniment ; 
and some slight idea of the peculiarities of modem Indian drum playing can also 
be gleaned from this table : — 

11 Extracts from Angmayya’s wort have been given by the Rdjab Sir S. M. Tagore, in “ Sangita Sira 
Singrahd," which see for farther information upon this subject, p. 207 and following pages. 
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No. 


Name of Til a 


, 


Adi ... 


2 


Dviteya .... 


3 


Triteya 


4 


Chaturushra . 


5 


Panchama 


6 


Nis'ankalHa 


7 


Durpana .... 


8 


Simhlvikrama . 




Ratilila .... 


to 


Simhalila 


II 


KanderpA 


12 


Virevfknima . 


13 


Rangahl .... 


*4 


S'ri-RangahA . 


IS 


Ch&cbari .... 


16 


PrStiangl 


17 


YdtilagnA 


xS 


GSjalfla .... 




Him sail! a 


20 


Vimabhfna 


21 


Tnbhinhi 


22 


RAga-chudAmanni . 


*3 


Rangadlotahi . 




Ringapradlpaka 


25 


RAjah chAsraha 


26 


MitravSrnahA . 




Simhavikridita. 


28 


Savahl . 




VanumAli. 




HimsanAda 




S'lmhanada 




KfirdiikahA 




Turangalila 




S’arabhallla 




ChaturisrahA . 


36 


SimhAnandana 




Tnbhangihi 


38 


RingabhimahA 


39 


MangikahA 


40 


MAjahA . 


41 


MAdnti mangaha . 


4 2 


Vamangaha . 



Originally written 



WHi 

0 O V 

1 v > «t V 
!««,«( • 
loon 
ool't,! ■ 
«o°«t . 

00001 . 

11 1, i V • 

Jo o’l o o’ I o o' I 
(oo’loo'l 

. 

00 I 

1 III* 

O O I t, 

nv 

o O III o o It, 

^ «c «r I V 



V t, o o I t, i 
1 1 V • *t V 1 V 
I 1 1, 1 I o c 



i v««v 



Mooool I 

t( t, I t(’ I t( O O 

WV- 

i it, 1 1 1 1 
t,1 I o' o'. 
1,111 IN' 

«, I I o' o'. 



*t I V I V * 



Value in English Notaii. 

jjs 

J.J.J J J* 

.*.*J r 

J J J J r 

J*.TJ J 

J* 

.*Jt*.*J 
/JJ J*J r 
1 JJJ*. js Jw 
J J J / J* 

SIS 
JV/.N 
J'J'n 
-«* J 
J*J J r 

•MJVJVJs.N 
J J J J'Jr 
• JJJJ'JJr 

■ J. J J 

eNfJ.JMJ.eM.JJ 

jvj 

-N..MJ r 

J*J J J* J 

•*.*..*.* 
j* j'-fe js-fs-R-r -r 
j 

JJJU/JAWJ/J.* 
/J* J J 
J J JVJ r 
-r-fj ww, 

J «r J* JI. 

J SJ-J'J'SJ', 
JSSJ J* - 1 
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There exist, as will be explained later on, at present in Kamatik music 
seventy-two modes or scales, all formed from seven of the twelve semitones in 
the octave differently disposed upon a tonic of equal pitch. If we are to under- 
stand that the ragas described by Sir W. Jones were simply such scales or 
modes, the only way in which it is possible to reconcile the theory to the present 
system is to imagine that for ascending the scale they employed a perfect fourth 
(or, as a Kamatik musician would say, for Arohana Suddha-madhyama), and for 
descending the augmented fourth (Prati-madhyama), or possibly the reverse, like 
the Chinese practice at the present day. 

From the earliest time the ragas seem to have been appointed to be sung at 
certain hours of the day' or night, and no musician, unless specially ordered, 
would deviate from custom so far as to sing a raga out of its appointed season. 

The ragas are, however, differently distributed in the different works, and 
the modern custom differs widely from the directions of the Sanskrit. 

The notation given in all the ancient treatises is \ery similar to that at 
present in use, letters only being employed to express the notes. The following, 
a facsimile of the most ancient form of notation, is from the work of S6ma, and 
has been thus rendered into the European notation by Sir William Jones, who 
remarks : — 

I have noted Sdma’s air in the major mode" of A, or Sa, which, from its gaiety and bnlhanc), 
well expresses the general hilarity of the song ; but the sentiment, often under pain even in a 
season of delights, from the remembrance of pleasures no longer attainable, would require in our 
music a change to the minor mode; and the air might be disposed of in the form of a rondo ending 
with the second line, or even with the third, uhere the sense is equally full, if it should be thought 
proper to express by another modulation that imitative melody which the poet has manifestly 
attempted ; the measure is very rapid, and the air should be gay or even quiet in exact proportion 
to it : — 

'arafsl: 

lilir sr 



n it rather difficult to understand why Sir William Jones emplojs this Ley instead of that of C, 
which seems to have been the most natural that noutd base suggested itself. 




” This translation must, of course, be more or less hypothetical ; and as it is so entirely different id 
character and style to all modern Indian music, and airs heard now in India which are said to be very 
ancient, its correctness appears to be \*ry doubtful. A comparison with the examples quoted later will 
show how n idel) it differs. 



/ 




CHAPTER III. 

Modem theory — How differing from ancient — Notation— Arrangement of gamut — Scales— Time, 
how signified— Application of measure to music. 

T HE modern theory of Indian music differs widely from that described in 
the ancient Sanskrit treatises, hating, as has been said, passed through 
many changes in the course of time before assuming its present form. 
The peculiar division of the octave into twenty-two parts or s’rutis exists 
no longer in practice, and the employment of s’rutis or intervals less than 
semitones is limited to grace. 

The ragas in present use in most respects differ from those previously 
mentioned, and, in fact, the whole system has undergone a complete change and 
gradual refinement, until between the ancient and modem music there exists a 
difference as clearly marked and perceivable, to even the most casual observer, as 
between the modem Anglican chant and the ancient Gregorian tones. 

The notes employed in Indian music are expressed by the following 
characters 1 (termed, when sounded, svaras). These characters are repeated as 
often as is necessary, should more notes be required to complete a passage, bio 
stave, as in the European system, is necessary’, the characters being written in 
one line only'. 



Name 


How song 


Signified 


Corresponding 
to European 


Shadja 


Sa 


J6 


Do 


Rishaba 


Ri 


6 


Re 


Gandhara 


Ga 


X 


Mi 


Madhyatna 


Ma 


So 


Fa 


Panchama 


Pa 


S3 


Sol 


D haw at a 


Dha 


5 


La 


Nishdda 


Ni 




Si 



• The characters here represented are Telegn, lhat being the most musical language of Southern India. 
1 he corresponding letters of Tamil. Mahrathr, Sanskrit, &c., are frequently emplojed in the same waj. 
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These seven notes correspond to those of the European diatonic major scale, 
unless the intervals are modified to those of some special scale. 

The Hindu octave, like the European, is divided into twelve semitones.* 

From these twelve semitones, seventy-two scales or modes, each consisting 
of seven notes, are formed upon a tonic of the same pitch. 

As the intervals of every scale or mode are signified by the above letters, it 
will be seen that there exists no method by which accidentals can be noted. 

The following table shows the arrangement of the twelve semitones under 
their respective significations. 

The note Pa (£>), as will be seen, is invariably the fifth of the scale. 

The keynote Sa (&) may be of any pitch as may best suit the requirements 
of the performer. 




« This view is supported by both Sir W. Jones and Mr. Fowke ("Asiatic Researches"). Sir \V. Jones 
remarks: “ I tried in vain to discover in practice any difference between the Indian scale and that of our 
own; but Inowmg my ear to be very insufficiently exercised. I requested a German professor of music to 
accompany on his violin a Hindu lutemst, who sang by note some popular airs on the loses of Krishna and 
Radha.and he assured me that the scales were the same, and Mr. Shore afterwards informed me that when 
the voice of a native singer was in tune wit h his harpsichord, he fou nd the Hindu senes of seven notes to 
* M. Grosset gives an interesting explanation of these terms, as used by Ehlrata, in lus CenlnMion i 
filuJ, di la mustjut IhxJaut. Pans, iSS3. The terms are used in a slightly different sense, but the 
explanation should be read by those w ho wish to make further research. 
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From the above table it may be easily understood that although every scale 
is sung to the syllables « Sa, Ri, Ga, Ma, Pa, Dha, Ni," the intervals implied 
by these syllables vary in the different scales. 

For instance, Ri may be employed to denote either D?, Dij, or DC, as the 
case may be ; assuming, of course, that Sa' corresponds with C. When the 
names of the notes vary it has been noticed in the column under each respective 
head. These names should be prefixed to those of the notes, as Suddha- 
gandhara, Antara-gandhara. 

The scales formed upon these intervals are seventy-two in number, and arc 
divided into two divisions of thirty-six in each. 

Those of the first division are styled “ Suddha-madhyama," from the fact 
that in their construction they employ that note, or the perfect fourth, throughout. 
Those of the second, for a similar reason, are styled “ Prati-madhyama,” and 
employ the augmented or tritone fourth. In theoretical works the scales are 
classified in sets or “ chacrams " of six ; the construction of each chacrara, as 
will be noticed, being very similar. 

The following is a list of all the scales, 1 with their names and reference 
numbers, arranged by “chacrams” or sets of six precisely as given in treatises 
in the vernacular, the only difference being that European notation has been 
substituted for the Indian : — 

Smvt-MtVHrixA 




ascend Lie ours — by a sharp third.” From many eiperimects I am led to believe tbat a wrong idea as to 
the temperament of the Indian scale — as practically employed — has hitherto been held. I played over all 
the various scales shown later upon a pianoforte— tuned to equal temperament — m the presence of several 
well known Hindustani and Karninl musicians, all of whom assured me that they corresponded exactly to 
those of the vma. Upon comparing the two instruments this was found to be the case — as tar as could be 
judged by the ear alone— in every instance. Native airs are plated by the private band of H H. the 
Maharajah of Mjsore, and as far as mcUJy is concerned they are acknowledged to be perfectly in tnne, 
according to Indian ideas, by all. Nabs earns are also plajed by the band of H.H.the Gaecltwar of Baroda. 
the chief musician at whose court — “Professor” Mania Bus— a man of considerable attainments, took pains 
to explain to me that the tempering of the maJera Indian scales differed in no whit from the European. 
In fact, m practice, as among the ancient Greeks, the old enharmonic genns would seem to hare given 
place to the chromatic. 

* The scales here shown are those of the Karnitilc system. Those used in the Hindustani system are 
fewer in number and are differently named They will be found upon page 91. 





In Hindu music usually three octaves only, termed Sthiyis, are taken 
into consideration. 

Instruments such as the vina, &c., have, however, a compass of nearly four 
octaves. In order to signify the octave in which a note is to be plajed, a dot or 
dots are usually placed above or below it. There is no definite rule for this; each 
musician or writer upon music apparently advocates some method of his own. 

Music is not, as with us, divided by bars of equal duration. Divisions 
styled Gitalu are in use, and are signified thus | or — ; they can be placed 
anywhere, at the composer’s discretion, and denote parts or phrases so to speak. 

They are frequently marked thus || or =, when they denote the repetition 
of a part, or the conclusion of a strain. 
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The sign of the lotus flower C'C’) is used by some writers for the same 
purpose. 

Time, by which is implied the relative values of a succession of notes, cannot 
be expressed with any degree of accuracy without indeed so complicated an 
arrangement of signs as to be almost unintelligible. The method is described 
fully »n the Sanskrit works, but from this reason it has fallen into disuse. The 
value of the note is invariably taught orally by a master, and the ear is thereby 
cultivated to a very high degree. 

The following signs (or their equivalents if the character is DevanSgari) are, 
however, made use of in order to convey — approximately only — whether notes 
are to be of long or short duration 

Dirgha: This sign, used in conjunction with the musical characters, 
signifies that they represent “long notes *’• — 
a* 6 t zr- zr £> 

Votu : This sign in the same way represents “ short notes ” — 

^ e x & a g 3 

The different degrees of time are termed Talas, of which there are seven, 
each being sub-divided into five “ jatis," or kinds; so that there are in use no 
less than thirty-five distinct measures. 

By the annexed table the various talas and their respective jdtis will be 
understood at a glance, the figures signifying the number of beats of equal 
duration made in a bar. 



Name of J&ti. 





Ck.lwW.,*. 




*«*•»- 


cw,n “- 




Dhruva 


4> 2 »4»4* 


3.*-3.3 


7,*»7»7 


5- 2 >5>S 


9. 2.9. 9 


Mils}' a 


4- 2 > 4 


3* 2 » 3 


7. 2 > 7 


S.' 2 * 5 


9.a.9 


ROpat-a ... . 


4* * 


3. 2 


7* 2 


5- 2 


*•* 


Jhampa 


4 . i. a 


3» *« 2 


7. *- 2 


5. *» 2 


9. *. 2 


Triputa . .. . 


4. 


3. 2 > 2 


7. *. 2 


5. 2 «* 


9. 2. 2 


AtatMa 


4 . 4. 2. 3 


3. 3**. 2 


7. 7 > *• 2 


S»5> 2 > 2 


9.9. 2 - 2 


Kkatila 


4 


3 


7 


5 


6 



4 Sometimes in practice this » played 6, 4, 4. although tfceoTttaeaUy ■ksotj. 
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Talas can be denoted by the follow ing signatures . — 

AnudruthS o denoting i unit of time 

Drutha . o ,, 2 „ 
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Lagu . . „ 1 

Guru. . © 

Plutha . . .3 

Kakupatha . . -f- 

The jati of the tala is usually appended to the signature in words. Should 
nothing be appended, then the Chaturushra is generally understood. 

In order to employ these signs they should be substituted for the figures 
in the table: thus ten will denote the Chaturushra jati of Druvatala. Hence, 
when written in European notation, there is often a constant rotation cor- 
responding to the t^la of bars of different time signatures. 

Each tala can be played in anj order — i e., 4244 can be plajed 2444, 
4424» or 4442. 

The application of the talas to an air is called Graha, and is of four 
kinds, viz. : — 

(1.) Sama* — When the first beat of the tala falls upon the first note 
of the air. 

(2.) Anagata — When the air commences after the first beat of the tala 
which therefore falls upon a rest. 

(3.) Atijita — When the tala continues after the air is finished, the last 
beat therefore falling upon a rest. 

(4.) Vichama— Comprises any irregularity not included in the above 
three, such as the beat of a tala falling upon the first note of a 
bar tied to the last note of the bar preceding, &c. 

The Chaturushra jati of Triputa Tala is also known by the name of 



Aditala, and is a very common time for javadis, and other lo\e songs. 

There being practically no harmony in Hindu music, clefs, as in the European 
system, are not employed. The keynote is always Sa, and, as already stated, is 
taken of any pitch to suit the requirements of the performer or the nature of the 
instrument. 



• This term is also used to signify the strong accent. 





CHAPTER IV. 

Riga— How defined — Notes central to composition of— Vfidi and Sanu&di notes— Modem 
meaning of Murchana— Cxamples of Murchana applied— Ancient and modem methods of 
performance of r4ga— How differing— Allpa— MadhyamaUIa— GamaUs— Classification of 
rlgas— Popular scales for— Allied to certain passions— Peculiarities— How apportioned to 
seasons and hours — •* Kattika,'* or list of modem rigas. 

A S rdga constitutes what may be called the very foundation of Indian 
music, it merits a chapter to itself. The term raga may be best 
- explained as " melody type," since it is a melodic extension of certain 
notes of a particular scale or mode (th&t), according to certain fixed rules called 
the murchana. 1 

The literal meaning of the word raga’is “that which creates passion," and 
hence, according to the Hindu idea, a raga signifies a succession of notes so 
arranged, according to prescribed rules, as to awaken a certain feeling of the 
mind and an effect differing, it may be, in the minutest particulars from that 
derivable from another raga. 

These notes can be placed in an}- degree or movement of time without 
destro}ing the inherent character of the raga, though the mode or that must 
remain the same throughout. 

The notes essential to the composition of a raga are of four kinds — viz., 
vadi, samvadi, anuvadi, and vivadi. 

By the vadi is meant any note which, by reason of its continual recurrence, 



' The word Riga does nol appear to ha* e been used in its present technical sense until a date later than 
has been generally supposed. It is worthy of note that in the oldest Indian musical treatise, the Bhirata 
Nat) a Sastra, the word Riga appears hardly at all; and no special Sdh) aj a is demoted to it, as is m\ anabli 
the case in all subsequent Sanskrit treatises. The employment of rjga as understood in the Sangita 
Ratnikera and subsequently was evidently unknown at the time when Bhirata wrote. But m its place 
there was a system of what are called by Bhirata jilts. This word, meaning literallv genus, would seem to 
be of kindred meaning to the old Greek musical term yieoc Some centuries later, when the Sasgita 
Ratnikera was written, the term riga appears to have been substituted for jiti. 
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or by its being specially accentuated or dwelt upon, shows to the best advantage 
the characteristics of the ruga. Hence the vadi is called the “ Rajah ” (king), 
and by Hindustani musicians the “Jan ” or life and soul of the raga. 

The samvadi is usually either the fourth or fifth, the vadi being taken as the 
tonic, or both fourth and fifth when both are admissible in the raga. 

The samvadis are commonly arranged as follows : — 



via.. 


Saavldi. 


Shadja 


' Madhyama and Panchama 


Rishaba ■ j 


! Dhaivata 


Gandhara . 


Nish&da 


Madhyama.. 


Nishada and Shadja 


PanchSma 


Shadja 


Dhaivata .. 


Rishaba 


Nishada . 1 


Gandhira and Xladhyama 



A list of these notes has been given because in many of the Sanskrit 
treatises directions are given to employ samvadi alternating or otherwise in 
conjunction with the vadi notes in the performance of certain ragas. In the text 
these samvadi notes are not shown; but they are known from their respectne 
vadis, in much the same way that an accompanying harmony to an air used 
to be, in European music, often merely figured. 

In modem dispositions Panchama is admitted as a samvadi to Rishaba and 
vice versa. According to the authorities, Nishada cannot be samvadi to any 
other note than Gandhara, and vice versa. Madhyama therefore can ha\e only 
one samvadi, which will be Shadja ; though, according to the calculations, it is 
shown to have Nish&da too for its samvadi; Nishada will have Gandhara only 
for its samvadi. 

By the vivadi, or enemy, is meant a note which, being inadmissible, 
would therefore destroy the special characteristics of any raga. 

All other notes not comprised among the foregoing are styled Anuvadi. 

The rules for determining the succession and style of the notes composing 
a raga are called the murchana of that raga. 

By the murchana is meant not only the style, but also the time; it gives 
the relative values assigned to the different notes, the accentuation, and am 
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peculiarity of expression or tempo essential to the correct execution of the raga, 
such as can only be learned by actually hearing it performed. 

In a musician s knttika, or scale book, the ascending and descending 
modes alone of a raga are giten, no directions as to the value of the notes, &c„ 
being assigned ; indeed, often the scale itself is not given. 

All this is implied in the murchana, and without understanding the murchan3 
it is therefore impossible to play any raga. 

The murchana is never written, but is invariably taught orally; often by 
means of songs, &c., in the same raga. 

For example, in the kattika, the text of the rdga “ S'ri " is given thus: — 
Ascending mode— Sa, ri, ma, pa, ri, sa. 

Descending mode — Sa, ri, pa, dha, ni, pa, ma, ri, ga, ri, sa. 

These notes must follow each other in proper succession; for instance, 
when the melody is ascending, the note Ma must follow Ri ; in descending, a 
similar* method of progression must be adhered to. Hence from these notes, 
without breaking the rules, many melodies can be formed. 

But yet there is a certain style peculiar to each raga : certain notes must 
be dwelt upon, some played staccato; others with a peculiar expression, grace 
or tremor. 

If the notes of one of these melodies were written as No. I below, no two 
persons could play them alike ; each would naturally put his own interpretation 
upon them. The interpretation, therefore, is supplied by the murchana, when 
the melody appears as No. 2 



No 1. S'ri S](i 




When a composition is said to be in a certain raga, it means that it employs 



•The grace here implied is more the “ Bebuog,'*or nirafo. thin any thing cl<e. end cannot therefore be 
executed upon a pianoforte. In the clavichord it consists in giving to the ley a certain trembling pressure 
producing a pulsation of sound « ithout any interval of silence, lo stringed instruments the effect** obtained 
by a rocking movement of the finger without raising it from the stnng. This peculiar grace must be 
remembered as applying socially to all Indian melodics. It should be borne in mind that Indian stringed 
instruments, ou mg to the great length of their strings in proportion to the thickness, are far less confined 
in their intonation than are European instruments, consequently they are capable of producing an Infinity 
of delicate grace by modification of pitch that cannot be expressed in our notation. 
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the same scale, melody-type and notes ; and, in fact, illustrates the character 
and style of that raga in ever)’ way. 

How widely the characters of the various rugas differ can be told b) a 
glance at the following short melodies, all of which show as much as possible 
the full murchanas of their respective ragas : — 




Since the early days of Indian music the essential conditions under which 
the rdgas were composed and performed ha\e altered greatly. Formerly, we 
learn, the ragas in performance were divided into four parts or movements, called 
respectively the Sthayi, (2) the Antara, (3) the Sanchan, (4) the Abhoga. The 
precise meaning attached to these terms, when applied thus, 3 seems to have been 
lost in obscurity. At the present time, however, it matters little, for the modem 
theory teaches that in the performance of raga as a solo, two movements only 
are taken into consideration. These movements are known as the Alapa and 
the Madhyamakala, and answer approximately to the Adagio (perhaps 
rhapsody would convey a nearer meaning) and Scherzo of a sonata. 

To convey in writing an adequate idea of what an alapa consists is 
somewhat difficult ; it is not exactly a song, the music not being set to any 
particular words ; neither is it an air, for it is not confined in its rhythm. An 
alapa may be said to be rather a kind of rhapsody, which abounds with grace 
and embellishments of all kinds, and is formed by an extension, according to the 
murchana, of the notes of the raga, in such a way that all the characteristics of 



* For the modern interpretation of these terms, see page 86. 
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that raga are prominently shown, and scope is given to the performer’s power of 
improvising. 

The phrases vary in length, some being slow, with quick modulations 
succeeding, and others vice versa, the beats upon the accompanying strings 
marking the time being given at the performer’s fane)’. 

As a rule the voice is not employed in the performance of an alapa ; but if 
used at all it is either in unison with the instrument or else accompanied by a 
simple running accompaniment upon the open strings. Occasionally the voice 
is relieved by the instruments taking up the melody, varied with soft imitations 
in the same raga. In fact, so much is left to the taste and fancy of the musician, 
that it Is impossible to lay down any definite rules for the constitution of an 
al&pa ; hence, as may be imagined, in movements of this sort, there is a kind of 
wild charm which seems to carry with it a plaintive refrain that lingers on in the 
mind of the listener long after the music has ceased. Perhaps the only composer 
who appears to have caught the entire spirit of these peculiar improvisations is 
Chopin ; though, as far as we know, his acquaintance with Oriental music must 
have been limited. 

Following the alfipa is the madhyamakala, or second movement. This, as 
has been said before, can be compared to the Scherzo of a sonata — the music being 
very lively and catchy, while the tempo is quick and regular throughout. 

Like the alapa, the madhyamakdla consists of an extension according to the 
proper rules of the raga ; in fact, a development of thanas, explained else- 
where, reduced to a definite measure. The periods are usually shorter, and the 
rhythm regular throughout. The original subject is imitated and varied, as the 
performer's fancy may dictate, in the same raga. The whole construction of this 
movement is symmetrical. 

The madhyamakala consists usually of two parts, the second only differing 
from the first in that the tempo is more rapid. 

In the performance of a raga there is usually a short pause between the two 
movements ; also between the two parts of the madhyamakala ; but it is entirely 
optional to the player. 

The methods by which the different notes are varied, or follow each other, 
are styled by the Sanskrit treatises “ Gamakas,” and are arranged as follows : — * 

1. Arohana — ascending. 

2. Avarohana — descending. 

3. Dhalu — alternating with any given note. 

4. Sphurita — repeated ; ascending. 

5. Kampita — trembling. 
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G. Ahata — slurred. 

7. Prdtya-ahata — repeated ; descending 

S. Tripastya — the first and second notes thrice repeated, the third 
twice, thus : uvu | vuu | — ^ | or | ^ou | ut, | 

9. Andhola — the two first notes and the fourth of short duration ; the 
third long, thus : \ju — v 

RSgas are generally classified as follows : — 

(i.) Sampuma — in which all seven notes of the gamut are employed. 

(ii.) Sharava— in which sir notes only are employed. 

(iii.) Orava — in which five notes only are employed. 

These three classes are again sub-divided into three, viz : — 

Suddha, or pure, which show the characteristic of one raga only. 
Salanka, or mixed, showing the characteristics of two ragas. 

Sankima, or mixed, showing the characteristics of more than two ragas. 

The six original rdgas are the only instances of the Suddha class ; hut 
opinions differ so widely as to the present names of these si\ rfigas, and as to 
how the modem ragas have assumed their present form, that it would be nearly 
impossible to make any classification. The nomenclature of all the rSgas differs 
in various parts of India; and so many and subtle are the distinctions between 
the different ragas, each of which has a character of its own, exclusive, if a mixed 
raga, of that of the ragas from which it may be derived, that to gi\e more than a 
few examples would be an almost endless, if not impossible, task. 

Ragas in the following scales seem to be the most popular * : — 
Mayamalavagaula Harikambogi Kamavardini 

Nata-Bhairavi Dehra-S’ankarabhama Matsyahahani 

Karaharaprya Chalanata Jalavarali 

Hanumatodi 

Some ragas are commonly supposed to create particular passions. Those 
more usually met with are the following : — 

Bhupali — beauty I Nata — valour 

M&ngari — kindness Mila\a — fear 

Bhairavi — anger I S’ri — grandeur 

Bhangala — wonder 

Ragas derived from any of the above are said to possess the same inherent 
qualities. 



♦ It may be interesting to notice that the Greek chromatic genos is represented by the scale 
Miramilaiaganla, and the Greek diatonic modes thns: Donas, Hannmatidi; Phrygian, Kirahiraprya; 
l.\dian,D<hra-S'anliirabbiroa; Hypo!) dian.Mitsj alahim ; Ionic, H Jnkambogi ; and-SEolic.Nlta Bhairavi 
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The following ragas resemble each other so closely that they are very 
difficult to distinguish apart, and arc frequently used as tests of skill by 
musicians of repute : — 

Durbar and Nayuki 



M6hanna and R£gupti 
Lalita and Vasantha 
Bhauli and Bhupali 
T6di and DeshyatGdi 
Arabi and Devagandari 
Mangi and Huslni 



Bilahari and Deshackshi 
Pdntovarali and Kdrmavirdini 
Purvi-Kaliani and Gamandsrama 
Saranga and Bhupa-Kaliani 
Mohanna-Kaliani and Kaliam-Keseri 



In the performance of certain ragas it is usual to employ accidentals in place 
of some of the notes shown in the text The reason for this is not evident, but 
it seems to be an almost universal custom among Hindu musicians. This might 
be accounted for as being in imitation of Northern Indian music, in which a pure 
raga is seldom played, but usually a melody composed of three or four ragas. 
It seems far more likely, however, that the use of accidentals has been employed 
from the undeniable beauty that they add to a melody, much as when a change 
of keys is made in modulation. Examples of melodies in mixed ragas will be 
found upon pages 6S, Sg. 

The most important of these ragas are the following : — 



Riga. 


it ode 


Mole marked. 


Note flajed 


Kdmbodi 


Hinlcambdgi 


Kaisika Ni. B? ... 


Kakeh N., B!| 


BiiS 




Suddha Ma, TS ... 


Prali Ma, VZ 


Atkina 




Sadharama Ga, Ei 


Antara Ga.Ds 


Nitalurlngi ... 


„ 


— 


Pa, Glj 


Bhairavi . . . . 


NAta-Bhairavi . 


Suddha Dha, A> . 


Chatusruti Dha, AS 


Aninda-Bhaira vi. . 


„ 


Kaisika Nl, A7 . . 


Kakeh Ni, 


T6di 


Hamimatddi 


Anta Ga, DS 


Suddha Ga, Djj 


Klfi 


Kdrahiraprja 


Kaisika Ni, W ... 


Kakeh Ni, B!; 


Biigada 


Dehra-S'anLlrabhama 


Kakeli Ni, B* . . 


Kaisika Ni, AS 


Bilahiri 


Mitsja-Kalilni 


Kakeh Ni, B^ 




Seven 


Mi) amllaragaula ... 


Antara Ga, E .. 
Kakeh Ni, B 


Sadharama Ga, LfZ 1 
Kaisika Ni, AS J 


Anlnda-Bhairav i. • 


Nita- Bhairavi 


Suddha Dha, A?... 
Sadharama Ga, E? 


Chatusruti Dha, Aij j 
A ntara Ga, £!; j 


Khamas 


Hinkambdgi 


Kaisika Ni, B? ... 


Kaleli Ni, B 


Kedara Gauls . 
Surati . . 








Jan) ntl 




Antara Ga, E 


Sadharama Ga, OZ 



* The Ananda Bhauavi of Uus kind is very popoiar in Travancore and the adjacent parts. 
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at a glance the hours appointed for the performance of the popular ragas 
according to the Karnatik system : — 




fn Northern India, and among Hindustani musicians, a different time 
classification of the ragas is in use. 

The following is a list of all the ragas used in Southern Indian music, 
together with their modes and text, arranged precisely as in a natit e musician's 
Kattika or scale book. Notes that are specially emphasised or continually 
dwelt upon are underlined . — 
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SCALE OF mXYAMALA VAGAL LA. 



Name of Kig». 


Ascecdiog VI ode. 


Descending Mode. 


Matsya-Bbauli 


C D? E G A? B C . 


C B A? G F E D? C 


Mahhln 


C D? F G A? C 


CA,'GF£D?C 


fihauli . 


C D? E G A*> C 


C B A? G E D? C 


Sindutha-Rangmi . 


CD?EFA7 BC . 


CBGA7F£D*C 


Kaminka.Sardnga 


CD?EFEGBA?FGA?BC . 


CA?FGFED.’C 


Gauri . 


C D? F G B C 


CBA’GFED'C 


Siranga Nlta 


CDJPGAJC 


CBA?GFD?FED?C 


Migha-Rangini 


CD? FGA/'BC . 


C A? G F C D? C 


Purvi t 


CD?EFGA?BGC . 


C B A? G F E D7 C 


K6hiila.v!r(!ani 


C F E G A? B C . 


C B A? F E D? C 


Nebo-RAngmi 


C D? E D? F G A? B C 


C B A? F E C 


Gaala . 


C D? F G B C 


CI)GFCFD?ErD'C 


Mlruva f 


C D? F G B C 


CBA?GFErD'C 


Sudda-Vrja . 


CD?FGA>GBC 


CBAJGFD’EFD'C 


Jagan-m6hini 


C E PG BC . 


UBGFED’C 




C D? E F G A? C 


CAJGFE D? C 


Sindhu rimakrja . 


C D? F G A> B A? C 


CBGFD’ED'C 


GtindakKaf. 


C D? E D? F G B A? B C 


CBA? GrEDjEC 


PhStju . 


CFGA?FED7ED>EFGA?BC 


CBAJGFr.n'C 


RimaVr^a . 


C D? E T G F A? B C . 


cBA.-Grrrc 


Purna-sadj ami . 


C D? E F G A? 


GFEDICB A? B C 


Sirasa mingala . 


C E P B A7 C . 


C A? G r E D? C 


RAma Lalita . 


0 D? E r G U G C . 


C B A? F G F E C 


Ltllta . 


C r E A? B C 


C B A? F E D? C 




C D' E G A? C 


C A? G E D? C 


Gaulipantu 1 . 


C D? F G B C . 


c b a? g r a- r e n* c 


Va&intha. 


C E F A? B C . 


c n a? r e d? c 


Seieri . 


CD’FGA'C 


CBA?GF£D’C 


UutJngi 


CEO’EFG/VGC 


CBA?GF£D'C 




C D? F G A> C 


C-l'BA'GF D’ F h l>? C 


NAda-nimakr/n . 


CD’FEFGA'C 


C B A? G r E D.' c 


Dfsya-gaula . 


C D? C G A? B C . 


C B A? G D? C 


SCALE OP SATA-BIIMRAYI. 



ScddaDesbi. ' . 


C D F G A? B? C . 




C E? D E? T G A’ B' C 


Rui gaula 


C E? D E? F B? A? B? C 


Aninda-Bhairavi }. 


CL’DKTGC . 


Xita Mangala 


C E? E? r G A? B? C 


Suddha-PanjisM. 


C£?FG a- c. 


H indlla-Vasant ham 


C D P G A? B? A? C 


Amruta vibini 


C E? F G A* B? C . 


Janklravam . 


CDDI.-FGB?C 


Abheri . 


C E? DE?FWC 


AbMgi . 


C D E? F AT C 


Kinaka-Vasintha . 


C D F G B? C . 


j Kanjmali 


C D E? G A? C 


| YXa.Bhairavi . 


C D E? F G A? C . 


J'Adi-B’iairarl 


C E? D E? F G A? C 




C I) R? F G B? A? B? G A? B? C . 


| ChatanaA arih 


C D E? F A? B? A? C . 



a? g f n: 

A? I* G F 
A.- r fc? F 
a? g r n? 

A? G F D E? u C 
GFL’C 

A? G F A? E E? D C 

A’FI'DC 

A? G T“D C 

A'CFL'DC 

F E? D c 

GFL'DFPC 

A? G A* F C I) C 

A'GDC 

G FG I - D C 

A? G FT? FOL’JJC 

A? r FA D C 



Nora.— KJl{ia curled } hire two readings, the other readings are p»ca a! 



■e «oJ l./ It 






'oot?D 
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SCALE OP NaTA'BI I A! KA VI— eonfmvrd. ”” j 


Name of Riga. 


Ascending Mode. 


Descending J lode. 


Nava-Manohari . 

Vasantha-Varili . 

Woodya-chandrika 

Kanara-gauta 

Mita-Rangini 

Rudraganthara 

MukJn . 

Hamalna . 
Chandrika-Iihairavi 


C D F A> B? C 
CEJPGA7B? . 
CDL'FGA’lttC . 

C E? D E? F G A** B> C 
CDDFG A?BJC 
C D E? D F G T A? B? G C . 
CDFCB-’A’C . 
CDDFGA> Ii’C . 
CODDFA^BJC . 


CB-’GFDC 
C A? G EJ D C 
CA7GFDC 
CE’A'GFDDC 
C A? GDDC 
C B? A7FDC 
C B? A? G r E? D C 
CA?GFDLTDC 
C B? A? F E7 D C 


SCALE OF IIANUMAT6DT. j 


Mga-Varlh . 
pDtiaga-TMi. 
Danyls'i 
T6di . 
Dcs'ya-Tddi , 
Ghanibhira- ) 
Vasantha J 
Hima-virdini 
Suddha aamantha. 
Shadola-rava 


C B? C? D? P G A? 

A> B? C D? E? T G A? B? 
CC?FGD?C 
C D? E? F A> C 
C D? E> F G A> D? C . 

C F E? F D> E? F G B. s A> B? G C 
C D> F G B? C 

C D? E? P G B? A? C . . . 

C D? F G A? C 


GFE’D’CIPC 

A? G F E? D? C B7 Ai B7 C 

CB7A’GFE'D7C 

C B? A? F E? DT C 

C B? A? B7 A> G F EP D? C 

C A> G F D? C 

C R* A? G F A> F E? U? C 

C A? B? G A? F EJ D> C 

CBJA7B7GF E.** D? C 


SCALE OF CHACRAVAKA. j 


Vaga-vahini . 
Kalavatt 
Bhalati . 

Rudra-Panchama . 
Vasanlha-tila 
Bhujangha . 


CD?EFGAB)AC . 
CD?EFGAB’GC . 
CDUrGABC 

C E F B? A C 

C D7 F G A B? C . 
CD?CFEFB?AB7C 


C U.’ A G r E D? C 
CE’AB.'GPE D.' C 
CBJGFBJE 
C B? A F E D? C 
C B? A G E D? C 
CBJAFEDJC 


SCALE OF SURYAKXNTA. j 


Saurishtra . 
Ahiri 1 . 

ShViu\i . 

Sindhu . 
Rigamilmi . 
Suddha-gandirvi . 


CD>FEFGABC 
C FEFG ABC . 

C EFG BC 

CF.DJFGABC. 
CD-’EFGAC . 
CD-'CFGABC. 


C A G F E C 

CBAGFED'-C 

C B A G E D? C 

CAGFEDJEC 

CAD7AGFEFD!*C 

CAGFD7C 


SCALE OF KARAHARAPRYA. | 


Mamringu . 

S'nrAga 

Madjamivati 

Sindhu Danjisi . 

Thino- Vasantha . 

Karn&ka-Var&Ji 

panchama 


C D F G B? C 

CDFGBjC 

CDFGBjC 

CDEJFGB)AC 

ceJfgbjc 

C D F G B? C 

CDAGB’C 


CB’GFEJDC 
CB?GAB’GFDE7DC 
C B? G F D C 
C B? A G T E? D C 
C B? A G F E? D C 
C B? A B? G F & D C 
CB’AGFE?DC 



Note. — RJ gas marked f have two readings, the other readings are given at the end of this chapter. 
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SCALE OF Si A R1 KAM B&G l—tomfiaurJ. i 


Name of Riga 


Ascending Mode. 


Descending Mode. 


HiSgi . . . 


C 1) U r C E PG U? A D? O Al)? C 




NAgasvarAwh 


ci:roAc 




SAra-\ilambi . 


CEFGB7C 




Jejarama 


CDEI'GAISK. 




Surabi-prj'a , 


CDEGD7C 




KSlabliirna . 


CUEFG Afi?C . 




Megha ievinti 


CDTEGABJC. 


C G r E D c 


S'rangi . 


CDFGAD’C . 


CG FE DC 


Je!ash£)kera , 


CDEFCBJABJC . 


CAGFDEDC 


.Siva ■Kamkdgi 


CDETU’C 




Ratna-joti 


CliFGIUC 


CB?AEDC 


JOf,T-Bha:ra\ i 


CDErGAWC. 


CB’AGFB’ AFEBFEC 


Nitimberit . 


C D n F C A r G D? c . 


CB?GAB?GFEFDEDrEC 


Rfgupti 


C D KG A C 


CAGEDC 


Desa-Rangmi 


CD KG AC 


CAGTEDC 


Arunakantha 


CDFGFAB’C. 


CH’AGFAFEDC 


Ben-Kambdgi 


CrEDCFGABJC . 


CJJJGB? FEDC 


SCALE OP DLIJRA S'ANKARABHARXA. 




CrKFGABC . 


CBGABGFEC 




CEFAHC 


CAGFEEDC 




CDUrOFASIC 


CBAUGFGDDC 




CEDEFGAGC 


CBAGFCDC 




CDETADC 


C B A r E D C 




CDEFGADAC 


CAGFDEDC 




CFGC 






CETGFABC . 






GABCDEPG . 


EEDCBAC 




CEFABC 






CFETGBC 






CFEFDEFGAliC 


C A G r D E F C 




CDEFGAGBC 


C A G F D C 




CDEFGBABC 


CBGAFEDC 




CDFGABC .... 


CDAGFEDC 




CDFGAC 






CDEFGAC 


C B A G D C 




CDFGAC 






CDEFGFABC 






CDEFGEFGADC 






C FEFGA BC . 






CDFGAC 


CBAGFEDC 




C F G A BC 


C B A G FC 




CEDEFEFGABAGBABGABC 






CDBFOABC . 


CAGEDC 




CDEG BC 






C B E F A C 






CDEFGABC .... 






CBCEDEFGA 




Kandadruma . 


C E r AFBC .... 





Note — Rigas marked f ha»e l»o readings, [he other readings are gis 



the end of this chapter. 






THE StVSlt OF SOl'THERX IS VIA . 



s„AII oi Will K A S INLakauIUKSa— f-xnnmj 



Same of «J«» 


Attending Uodt 


Descending MxJe 


S'ahannaf 
Jngi Vaunlha 
UrtiSaimlint 
Gimirit'uilen 

IV.'.sMn 
Simbhu IrVa 
Girgarimthert . 
VtrarrStipa . 


c i) i: r o r a n c 
<. DEI G A 1) c 
c » 1 : i'gac 

C D E r f. AGDC 
C DUG AC . 

c r d r o » r i: i» f g u c 
c f> x: r g a n c 
cure a h 


C I) A G I I. r I- 1) c 
a ii a c, p i: i> c 
c ii a « r i) i, i> c 

C A GILL 
C 11 A G V i: D c 
c ii u ii r i; i) c 
C 11 A Gft)C 
C II A G r L I) C 




SCALE or CIIAL ASATA 


Wood) a riM-) 

1 chirdrila j 

; Ghamlhirva Nlti 
Nit* . 
Soddha-NAia 
Miravaaimint* 


c ni n r a$ ii c . 
c i; r o ii c . 

1 c vk r. r o Ai ii g n c 

C E 1* G l) AS 11 C . 

c f r. r g a; g c . 


1 c u Ai r i; m c 
cnornc 

1 C II G F D* c 
. 1 C 11 AS G P I); c 
. | c n as g r i: vi c 




SCALE or KASAKANGI. 


Klmallmtlieii 

Si:dd k a-Maklri 


1 C I)' !.'? r G A' C 
I C E?' I)' I-'? r G 1)77 A' C 


C 11'? A7 G F E7? D' C 
. J C 1)'? A? r 1-77 I)' c 


SCALE OI KlIATVANGt 1 


Gkantlrava . 

Advent 

I’enaduti 

SlviViU-M instn 


C 11' C I_'7 !>' I-'? 1* G II' c 
C I)' r G A' c 

c D’ r o a: ii' c 
C I)' t'.' <T a? U' c 


C 1)7 A7 G r 117? D? C 
C 117 A7 G P I„’7 D7 C 
C 11- A7 P D7 C 

C 117 A? T L77 1)' C 


SCALE OP \ ASASPATI. { 


ll'ilrumalt . 
KjiIvjIi 


C 1)7 !.'? 1)7 r G c 
C D? h?7 r A 11' C 


CAGE C7? D7 C 
iCii’Aor r_'7 u' c 1 


SCALE or SANAPATI 


E'logi-thintlrnam 
Iihi;i . 

SI Him . 


C 1)7 FGA'C 

C K? I'GA'O A' 117? C 

CD’H'rGC 


C 1)77 A7 G r n? D7 C 
C I1'7 A? G F A7 G F L? D7 C , 
. | C 077 A? F E? D’ C 



SCALE OP SATAKAPKYa. 



S'oU.Varllif 

Mlgada-S'ririgi 



I C 1)7 r VJ I'G PA I>C P G A II' A C 
CDJDPOAC . 



C II' A P E? D' 
C II? G n? C 



N«e — K4{-as marked f luvr |«o readin ft, the oilier readings arc given al Ihe end of line chapter 
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SCALE OP KOHOLAPRYA. 



KihUU'iint 
Katcarnaai . 
Ckitramari . 



C O' Ed F G A C . 
CDrE’PGABC 
CWFGABC . 



jCBAGFE’D’C 
|CBAGE?D.’C 
C B A G F Ed Dd C 



SCALE OF GAIAKAPRAA- 

| CD?EFG Bdd Ad Bd? C . . 1 C Bd? A? PE Dd C 

CD’FED?EFG.L*B’?C . ‘ CEVG-VB.'.’ A’GFED.'C 



SCALE OF VAKCLABHARS A 



Vasantfea-McLiri . 
Kiniit-lfamhln . 


C E Dd C F G Bd Ad Bd C . . ! C Bd A? G F D* C 

CEFGB'C JCBdAdGFEC 


| SCALE OF KYRA VAN I. j 


Kixanavlli . 

SaagiriDi . 
KaUana-Vasajitha . 
Midari t . 
Slrasa rihini 
>'ipila . 


CDFGAdBC . . . .iCBAdGFEdDC 

CEdDEdFGAdBC . . . C B Ad G F Ed D C 

C F Ed F G Ad B C . . . ■ C B Ad G F E? D C 

CDEdFAdBAdFGAdBC . CBGEdDC 
C D Ed D F G Ad B C . . . C A? G F E? D C 

CDFE’FGBC . . . . j CBA'GFDC 




SCALE OF J ALA VA KALI. 



Kobfala-Pacefcarsi C Dd Edd G A? B C 
Kossnu-RaEpBi . C D.’ F5 G Ad B C 
I Vaxili . . . C E” Dd Edd Fd G Ad B C 

I Bbopala-Paachimi C E'J D* E?? G FS A? C 
| Vij^-ko’-kZa . C Dd Ed? Fd G A? C . 



. j C B A? G Fd Ed? Dd C 
. i C G Ad Fd Ed? Dd C 
. i C B A? G FJ Edd Dd C 



Non.— Riga* saaiAtd * Lave two reaAmg*. tie 0*1*T Isaiahs ai 
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SCALE OF NAVANITA 



Name of Kl(i. 


Attending Mode 


Descending Mode. 


NabCmani 
Daumjm . 


c d? c» D' r;oc 

C O’ tv v: GAGWC 


C It.' A G rs 1..'.' D? c 
c it' a g rs r..v d.' c 




SCALE or PAVANl. 




C hand raj otl . 


C 13? E?? I'iGAGUC 


C 11 G A 0 FS E.\' IV C 




SCALE OP KCGONrRVA 


Ghandana . 
Ghomatti ■ . 


G A S It G D' r.V D’CIIG . 
II C I>? 11'.' FS G AS II . 


rs g as b c n o 
g rs iv? u’cnc 


SCALE OK PIIAVAfKVA. 


| Kalamurti 


c K? iv id* vi c, c 


C It? A' G rs IV D' c 


! SCALE or sabiiapXntovakIll 


FarrttvY arMt . 
Kudu mangeri 
IJhaulamuli . 
Saddali'cn . 
DexiaUftthata 
Klmarlngmi 
Govudant 
Nlfja.panehami . 
Glrudavirdam 
Latlmati 


c i>? e? rs c. a> n c . 
c D' nr g ii A’ c 
C P' E? rs G 11 c 

C Id* 137 Id* rs G A-* II C 
C V- tv I ? G A? C 
C IV i:? D' FS G A> II C 
IV IV L? G A? C . 

c r? rs one 

c iv r> rs n a? rs g ami c . 

C D' Id* G FS G A' G C 


C 11 A' G rs A' FS IV 13' C 
C B A' G rs Id* D' C 
C B A' G rs I.? 13? c 
C 11 A? rs I..' D.' c 
C 11 A? G rs IV D' c 
C II A? I S I-' D? IV c 
C B A' II rs E? IV c 
C B A' G rs I.' D' C 
C B G rs D’ c 
c b A' g vi a? rs r.? D' c 


] SCALE OF SUVARANANGL 


Kati . 

Vrushabhl xihini , 
Jlamiehiheri 
Ratnkmatl . 


C E? D' L' r; G A It c 
c P’ rs g a n c . 

C 13' IV I S O U C . 

C TV rs G FS A 11 C 


C 11 A G rs C' D' c 
C B A I S I..' D' C 
c b a o rs r? rs D' c 

C A G l'S G rv D? C ] 




SCALE OP KAMA! ffiDANI. | 


KAmArJa 
DlpaVa 
Divagm t ■ 
Villmbint 
Kudragandin 
VipramandAra 
i SvaUmbodi . 
PanUmham 
ViAgranindanam . 
Manmalilata 
PushpaUlita . 

Kumudaprlbhl 


c d? n rs g a? b c 
c r. rs o a? o c . 

C 13' I S G A? c . 
c rs e rs g B a? B c 
C D’ E rs B c 
C D? rs G A? B C 
CU’KIJGC 
C rs E FS G B A? B C . 

C D? E G A? C 
CBCD'UrsG A? B C 

c E rs Ai* b c 

C D? E A? B C . . • 


c b a? g rs d? rs i: d? c 
C B A' B C E G 1 S E D7 C 
C B A' G I S r. D' c 
C B A? a G rs E c 
c ii g rs iv c 
C A? G rs E 13? C 
C 11 A? G FS r D? C 
C B G rs E 13' C 
C B A? B A? G rs E D? C 
C A? G rs E D' C B C 
C A? G rs D? c 
c g rs n b c 



Note.— R iga* marked f have two reading*, the other readings are given at 



the end of this chapte 
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scale or oamanAsrva. 




Name of K1(L 


J 


A«ccrd.rig Mode. 


1 l>r»ern'ing Stole. 


< 


GiitiiljlrJi 
I'utti-KaUirii 
I'aftir at an . 
Jeja.XJnhanna I 
ij'nl.ahu . 
Darp-a-Mingrri 
Mtitta V* unit* 


. i c n* i: it o n c . 

. cin:jJGAB(iAur.c. 
. c iv i: rs g a n c 
c i: rs o a c 

. c iv i: iv i i c, n a g c 
. c i: iv i: 1 1 a uc . 

. c iv r. 1 s « mu' 


1 c ii g vs i: iv c ] 

CHAGi; r. iv c 
CHAMGAG! JL!ii:i>’!2C I 
c ii a o u i: D’ C I 

CIIAGI: r. IV c 
C 11 A G u i; C ! 

CUGAHACISD' r$EDM:c ( 


i 




SCMC OP S'RUMlAVnilA. 




Silmata 
S r»M' ini . 
Madliava Mann! i 
S jddha tlga } 
Mira jeyantHart 


. C IV I) IV I S O A’ II A' C 

c i) r - 1 * « a- n c 

in CIMM'liG 11 A- II C . 

CDIMJGIIC 
. CDI$GAMIC • 


C II A- G rs IV C I) 
c o u iv ncnc 
c ii a.* vs iv u iv n c 
c II G is IV c 
CHAMii: IV D c 


1 


1 




SC\I.r. 01* IlCUOVASlNTII* 


1 


1 S nhlratam . 

1 Ch andrlrelVa 
. Sanllfatam . 

1 YeaMpt/a 
. SinlildtAni 
| ChaelCtadvim 


. C 1 
. Cl 
C 1 
C 1 
C 1 

C 1 


!) I S G iv c 
l> rv Vi G A c . 

IV I) IV I S G A IV C 
DUG IV C 
> c IV I 5 G A IV c . 

[) IV Vi ti A IV C . 


C IV G IS D IV D C 
C IV A I S IV D C 
C IV G I S IV I) C 
C iv A G I S IV D c 1 

C IV A G I S IV C 1 

c iv rs rv d c 






hClLE or imURJIOVATI. 


I 


1 llinc-ni 
Dumjarica 
1 Aronajualita 


C D r? Vi A c 
C I) IV Vi G A C 
. C U IV Vi A II C . 


c ii a rs rv cue 

C II A G I S IV II C 
C H A G I S IV D C 


= ! 






scale ok snrrnrArri. 


i 


. Hamianlda . 
1 GaunVrfs . 


. , C D 1 i G AS 11 C . 

! c rv i i 0 As II c , 


c ii as n g rs i> c 
c » as u g r; iv c 








SC MX OV VACHRSKAH. 


i 

i 


1 Hhui'ltah 
Hafbara 

Samviti 
i Vutifi 

Santa m.adhtama 


C I» 1. 1 S G A C . . 

CCKDERA 11’ A C . 
CC1JGAC 

r r. i # g a iv c 
c d rs G iv A c 


C IV A G i i r. D c 
c iv a rs i: n c 

ClI'AG FS 1) c 

c iv a rs r c 

C IV AGrtEDC 




K»ti —Riga* marked t 


[ate two reading*. the other reading* 


are p'tn at the end of this charter. 




rnr, urstc or soumlrs /.v»/.i 
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SCALI 01 MA IS\ A KALIAN! 



Name el Riga 


Attending Mode 


Descending Mode. 


KaliAni . 


CDI. I1GAIII 


c u a g rs i: o i) c 


81o«»t 


c i) r. 1 s g a ii c 


C A G l S 1) n Vi l) c 


Kumufdali 


c D i. rs u c 


c it rs r i) c 


Harniro-KaUini 


c l) r. 1 s O A « G A B c 


C It A G 1 i I. D C 


Yanuna-Kaliani 


CI) 1. IIGAC 


cagi; G r. I) c 


Shama-KaUini 


C D i: FS G lie 


C II 0 A G l - S i: D c 


MoYinna Kal.Am 


C 1) r. G A c 


c it a g rs i: i) c 


Uh ipa KaliAm 


cm; c A c 


C It A G rs I. I) c 


SArasa KAIiam . 


c d t: fsg A ii c . 


c it a o rs i. rs d c 


Shiir-Kl\ i . 


c n i: r s g a c 


c it a o rs i: c 


Iihurinemi . 


C I) i: G A It c 


. C It A 1 S 11 D C 


ShahradAmati 


C 1) Vi 0 A n c 


1 c it g i s r. n c 


NacatW - 


c » i: Vi o c 


1 C It A 0 I s i: D c 


Kshlni-khtn 


CllHGAC . 


c a — rs g rs i: d c 


I’ijali-KaMni 


c i: I ; a it c . 


cliAiinic 


ShamhharJntalan 


c i: i i o a c 


c it a g rs n i) c 


Dhirjjadurshi 


C I) Vi G A It A C 


c it a g rs rise 


Npgijoti 


Cl) ISO 11 AC . 


c it a g rs r i) c 


Dviroolipria 


c i: o Vi g n c . 


c n a i s k i) c 


Deshalalum 


c n i: Vi o A g ii c 


c a g rs r. d c 


Cluuduti 


C I) 1 ; G A n c 


C It A G I S r. I) c 


Mnijranlmlana 


C I) 1. A It c . 


c n a rs a i: i) c 


Krjabharn* . 


C 1) i: Vi G It A L 


c ii a rs r. n c 


i, ^ — — 


-* — — 


- — == 




SCALU or Sl'CIJARITRA i 




l Ctiaio-Hnnsim 


c Vi r. Vi g it" c 


c ij.v a-* itv g r. rs u; c 1 


SCAM. OP WIAETOA ARDAM. 




c Vi 1. 1 ic, n c 


C It A’ G I'd i; DS c 1 


Dhato panchami 


c n: r. i i a n g c 


c it a- g rs ns l rs ds c 1 



Xul* — !«»„•»* marled | ha\e i«u reading the other rtuliuo art gl'cn al the end nf this chipter 



Some MSS. give the text of the rugas marked J in the following list as 
here shown. 



The authenticity of the others is doubtful, but they are geneialh accepted 
by Indian musicians. 





suppi.rursTtKY list or ragas. 




Name ol Riga 


Attending Mode. 


Descend irg Mode. 




•BPapi'i 


C V? 1? C A? C 


tA'GW O' C 


j so s ( 


! Ahlrt . 


CPGAJGrt? D’CD’CI’ 1 GA?HH 


C II' A> GrP D? C 


... i 


dAtlvcu. 


C D> 1 G A? G I G AJ C 


C IP A? 0 V r? D.' c 


„ | 


♦SoV tVflfiU 


C t? PI)' AJ GH’ Foil 


i.n?Djri?D’t 


0 1 



* rhu rlh» u aoinctuaes called Uliiuli Another readme •Mil be found under the sca.li. of Minimal 
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CHAPTER V. 

Taste of European and Oriental nations '• how differing— Reason for non employment of harmony— 
Method of singing— Of Indian melodies— rorm — Classification of— Rhythm— Employment 
of mixed times — Tonality often doubtful— Resemblance of Indian music to that of other 
countries — Examples of popular melodies— Hindustani musical system how differing from 
Karnitik— Examples of Hindustani melodies— Scales employed in the Hindustani system. 

T HE wide divergence of taste in the matter of music between European 
and Asiatic nations has doubtless arisen from the fact that while 
Western nations gradually discarded the employment of mode, and 
clothed the melody with harmony, the Eastern nations in this respect made 
little or no progress; and now, in India, the employment of authentic modes 
and melody types (or rSgas) is still jealously adhered to. 

Speaking of this, Willard remarks : “ To expect an endless variety in the 
melody of Hindustan would be an injudicious hope, as their authentic melody is 
limited to a certain number, said to hate been composed by professors universally 
acknowledged to have possessed not only real merit, but also the original genius 
of composition, beyond the precincts of whose authority it would be criminal 
to trespass. What the more reputed of the modems have done is that they have 
adapted them to their own purposes, and found others by the combination of two 
or more of them. Thus far they are licensed, but they dare not proceed a step 
farther. Whatever merit an entire modern composition might possess, should 
it have no resemblance to the established melody of the country, it would be 
looked upon as spurious. It is implicitly believed that it is impossible to add to 
the number of these one single melody of equal merit, so tenacious are the 
nati\es of Hindustan of the ancient practices.” 1 



1,1 A Treatis 



i tb? Music of Hindustan." Ca.pt. N. A. \V Ulard Calcutta, iS 54. 
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This continued employment of mode, combined with the almost entire 
absence of harmony, has prevented Indian music from reaching any higher 
pitch of development, such as has been attained elsewhere. It stands to reason 
also that this is the chief cause of the monotony which causes Indian music to 
be little appreciated by, if not repellent to, European ears. 

Since the early periods of Indian history, music would seem to have been 
cultivated more as a science than an art. More attention seems to have been 
paid to elaborate and tedious artistic skill than to simple and natural melody. 
Hence arose technical rules that marred the pristine sweetness of melody— the 
\ery life of all real music. To a great extent this must be attributed to the art 
falling into the hands of illiterate virtuosi. Their influence, which caused music 
to suffer both in purity of style and simplicity, is being felt less and less. The 
great aim of all music — “ Rakti," or the power of affecting the heart — now 
asserts itself more and more, and is slowly but surely bringing about a return 
to the early type of sw cet, simple melody. 

Very little of the good or classical music of India is heard by Europeans. 
What is usually played to them consists, as Colonel Meadows Tailor very truly 
remarks, of modern ditties, sung by ill-instructed, screaming, dancing women, 
at crowded native durbars, marriages, and other ceremonials. And when this 
is the case, it does not cause much surprise to hear native music often 
described as abominable, and devoid of all melody. But music of great intrinsic 
beauty nevertheless exists, and only requires to be heard by an unprejudiced 
ear to be appreciated. Throughout India music and poetry go hand in hand. 
Their influence may be seen and felt in almost every' phase of native life, from the 
palace of the rajah to the humble dwelling of the ryot. Music has there been 
developed to a degree far greater than has been generally recognised in Europe. 

It is there felt to be a means of passionate expression, such as is apparently 
unknown amongst nations farther East. And indeed the very soul of all Indian 
music may be said to be raga — which in its literal sense means that which creates 
passion. And that this has been fully appreciated in Europe would seem to be 
evident, for a musical review er writing in the Athenecum, and contrasting the 
music of India with that of Japan and Siam, recently wrote: “In the Indian 
Peninsula we are really in another world. We exchange a music in which 
noise and dry executive skill prevail for one vibrating with sentiment and 
passion, and that combines a refined execution with the highly nervous 
organization that makes the poetic artist. Such a one was a Jeypore been 
player (been — a kind of vina), who was to be heard, but we fear was not much 
heard, at a little exhibition called * India in London,’ in 18S6. To go from one 
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of the clever Siamese ranat players of the Inventions Exhibition the year before 
to this man, was to quit the atmosphere of a desert for one redolent of sweet air 
and flower scents. The Hindu chromatic scale, from which the numerous 
modes and melody types are selected, does not appear to differ from our own. 
As there is no harmony, slight differences may pass without notice. Very much 
of Hindu music impresses the European as being in the minor scale; but 
deflections in the stringed instruments, and possible accommodations in the 
wind, introduce an enharmonic elaboration that defies notation." 2 And here it 
might be interesting to quote the opinion of a learned native gentleman ;* “Many 
of the Hindus themselves," he writes, “labour under a false impression 
concerning the difference between Indian and European music, even as to 
the employment of tones and semitones. The opinions held by so many 
natives, that pieces placed upon the piano or harmonium are to them 
discordant, can be easily accounted for thus : they are simply confused— being 
unaccustomed to anything but simple melody — when they hear five or six notes 
played in chords. The chief difference seems to me to be that the Hindus 
prefer melody simply, while to European ears melody is preferred when 
clothed, as it were, with harmony of some sort." 

Comparatively few' Indian airs have found their way to Europe. Those few 
that have been published are mostly from either Bengal or Northern India, so 
that there is but small resemblance in them to the national music of the Deccan 
or the South ; for there is a marked difference between the music of the various 
parts of India, which to even the most casual observer is evident. 

The following examples of songs— though a mere handful from so \ast a 
storehouse— will, it is hoped, aid in filling the vacancy, and thereby afford some 
help to those who may care to make further research. 

Many of these melodies in themselves are extremely beautiful, and their 
simplicity adds an additional charm that no words can express — the airs of 
different country districts are but a reflex of the character and feelings of the 
people to whom they belong. Some are pathetic and melodious — music that 
exactly reproduces the feelings inspired by the words ; others are gay and bright 
— true accompaniments to the daily pursuits and occupations oflife ; and in many 
of them may be found a vein of repose, slightly tinged with melancholy, that 
offers a curious contrast to either of the former ; indeed, so much variety may be 



1 The Alhfruzum, Jan. 4, 1890. 
Brown, New York. 

* T. SI. Venfcatas'esha S'astn. 



Review of “ Musical Instruments and their Homes.” M E. and W A 




<*> Ttir. music or southern isd/a. 

found that it is unneccssaiy to notice in detail merits that must be evident to the 
musical reader. 

But yet, though the melodies themselves are so beautiful, it is but seldom 
that we hear them well sung ; indeed, singers of the ordinary type often entirely 
ruin the effect of the music ; for native singers appear to have an idea that the 
highest form of their art consists in introducing as much grace as possible, 
whether it adds to the beauty of their songs or not; in fact, they try to disguise 
the real melody as much as possible by embellishments of their own, and so in 
nine cases out often it is quite impossible to follow cither the air or the words of a 
song, since the singer is only anxious to exhibit what he fondlv imagines to be his 
skill. 

Native singers rarely practise, for they think that practice, to even a 
moderate extent, ruins their voices. The treatment of the voice, too, is quite 
different to what experience in Europe has proved to obtain the best results. 

The voices of Indian singers arc almost always weak and deficient in 
xolume — one result doubtless of their system of training, by which a full clear 
tone is made to give way to incessant small inflections. Girls, too, are taught 
singing when much too young, so that (heir voices either break or become 
harsh and shrill. 

A singer rarely stands while he sings, and instead of using his proper range 
of voice, he prefers a most unnatural falsetto, which he can rarely control, and 
his endeavours to make himself heard generally cause him to make the most 
ludicrous grimaces. Singers of this kind it is who bring Indian music into 
disrepute, and cause it to be regarded with contempt by European audiences. 

But still there are singers in India whose voices are wonderfully sweet, and 
when they sing their own songs in their simple form, no hearer can doubt that, like 
other national musk, that of India possesses a charm peculiarly its own. 

The various styles of Indian compositions, consisting as they do entirely of 
melody, do not present to the casual observer differences as clearly marked as in 
those of European music. Nevertheless these melodies are classified systemati- 
cally, and in their construction are subject to certain definite rules of composition. 
Almost all consist of a burden or refrain called Pallevi, a kind of answer to this 
refrain styled Anupallevi, and stanzas (called Charanam) of which there is usually 
an une\en number. These parts are in the several compositions arranged in 
different ways, and by this means the style of composition is determined. 
Rhxthm is usually very marked, but differs largely from that of most European 
music from the fact that the times are frequently irregular. 

Between vocal and instrumental music the difference is slight, the vina, the 
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only instrument of any large capability, being considered to be but an imitation 
or reproduction of the human voice ; and if an air be accompanied by that 
instrument, it is usually only played in unison with the voice. 

The different exercises, compositions, &c M are usually classified under the 
following heads : — 



Saralas 


Kruthis 


Gentu\ersis 


Kirthanas 


Atankaras 


Vemams 


Gitas 


S’ankavemams 


Prabhandas 


Pathams 


Thanas 


Javadis 


Svarajotas 


Ragamauka 



A raga, when performed by itself, contains two movements— (i.) Alapa 
and (ii.) Madhyamatala. 

Pallevi, a kind of fantasia upon some theme abounding in imitation, and 
with a well-defined rhythm. 

The rhythm existing throughout all the different styles of composition is 
worth careful notice ; and it is interesting to compare it with that employed by 
other rations. The similarity of that of the Turks and other Eastern nations 
is remarkable. 

As in European music each period is complete in itself, being clearly 
marked by the talas, which divide the different periods into regular or irregular 
sections, as the case may be, following each other in definite and regular order. 
The periods differ only from those commonly found in European music in 
that they may consist, if necessary, of an uneven number of sections or measures, 
the tala itself often being irregular, owing to the employment of mixed times. 
Hence when Indian music is written in ordinary’ notation there will be a 
regular rotation corresponding to the tala, of bars each of which may have a 
different time signature. A reference to the list of talas upon page 36 will 
explain this more readily than any words can. These periods or phrases are 
often extended by the addition at the commencement of a few notes leading 
up to the commencing note of the phrase, or by being terminated with a 
small cadence or codetta which may be either a repetition or imitation of 
what has gone before, or may lead up to the next phrase. 

The rhythm of the Pallevi and Anupallevi is usually a great deal more marked 
and regular than that of the stanzas, where the phrasing is frequently' irregular, 
the periods being interwoven by means of, as it were, abbreviaturas, or extended 
by the prolongation and “ rekhu," a species of turn or transient shake upon a 




THE MUSIC OF SOUTHERN INDIA. 



63 

with a major seventh. A comparison of the examples he gives with songs of 
India will be of great interest ; and the similarity of both melody and rhythm 
is striking. One of the songs quoted — a song of sorrow by Nihad Bey — might 
be from India; it appears to be written in much the same form, and it is also to 
be noticed that it emplojs a mixed time of § and £, precisely the Indian 
Triputa Tala, already noticed. 

In a previous chapter attention has already been drawn to the resemblance 
that Indian music bears to that of Greece, and this is still more fully borne out 
by a careful study of modern Greek national airs. In a work not long published, 
by M. Bourgault-Ducoudray,* the construction of the peculiar scales found 
throughout the East have been made the subject of most careful research, and 
the use of what the author terms the “ chromatique oriental ” is especially 
noticed. This scale is no other than the Indian Mayamalavagaula, and to 
its frequent use attention has been drawn elsewhere. M. Bourgault-Ducoudray’s 
work to students of Eastern music is especially interesting, and the careful 
analysis that is given of each air renders the work most valuable. The 
resemblance between Indian songs and the examples of melodies from the 
Levant is so striking that, in many cases, it is difficult to believe that their 
origin is not identical. 

Mr. Engel calls attention to the fact that Chopin, in one of his studies for 
the black keys (Douze grandes Etudes, No. 5), has given some idea of the 
beautiful effect that may be produced by a melody which employs a limited 
number of intervals ; only in this case he notices that as the accompaniment 
employs other intervals, the pentatonic effect of the whole is somewhat marred. 
In Indian music, too, a frequent use is made of the pentatonic scale, as has been 
already remarked. Again, in Spanish national music, embellishments are of 
constant occurrence, especially in descending the diatonic scale; the same 
predilection can be observed in Indian melodies ; indeed, a further resemblance 
can be traced in the occasional employment of endings of the following 
sw.tu.te — 




which in the common songs, such as are heard in the jungles and country 
districts of many parts of India, are not unfrequent. 

The following observations by Captain Willard are short and to the 



* “Tre 



Mdlodies Popnlaires de Grice et d’Onent '■ L. A. Bourgault Ducoudray Pans, 1876 
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point, and seem to apply equally well to Southern as to Northern Indian 
melodies - — 

1. The melodies are short, lengthened by repetitions and variations. 

2. They all partake of the nature of what by us is called a Rondo, the piece 
being invariably concluded with the first strain, and sometimes with the first 
bar, or at least with the first note of that bar. 

3. A bar or a measure or a certain number of measures are frequently repeated 
with slight variations, almost ad libitum. 

4. There is as much liberty allowed with respect to pauses, which may be 
lengthened at pleasure, providing the time be not disturbed. 

The times employed in Indian music are peculiar ; simple times are of most 
frequent occurrence, mixed times are largely employed ; true triple time, 
curiously enough, is of the rarest ; but (here is a time, the accentuation of which 
is upon the first and second beat, which may be said to be a kind of triple time 
(although in reality a mixed time of 4 and C)/ and is much used for love songs. 

The tempo in which the various melodies are sung is sometimes irregular, and 
from being exact sometimes changes into a recitative or ad libitum in the 
middle of a song. The peculiarities in the working out of the motives are striking, 
and the emplo) ment of rests of short duration is noticeable. 

The endings are often not definite, the last few bars leading up to the 
commencement ; the reason for this is probably that it is usual to repeat the 
melodies, and when the performer wishes to end, he generally leads up to the 
note upon which he wishes to conclude, and prolongs it in this manner — 




Indeed, it seems more natural to regard all endings of Indian melodies rather as 
different forms of D.i capo than as real closes, the object in most cases being 
a return to the commencement of the song. The fact so often noticed by those 
who have endeavoured to collect Indian airs, that almost every interval of the 
scale can be found used as a close, can possibly be thus accounted for. The words 
of most of these songs, particularly those sung by the common people, such as 
lavanies and javadis and svarajotas, are generally a long ballad, so that a definite 
ending is not required after each stanza. Many singers indeed, as a variety, 
improvise their words, so that after each stanza closes on intervals of all kinds 
are found. But when the real ending is reached, the performer frequently leads 
up to the key-note, or what he regards as the key-note of the Indian scale. 
Judged from a European point of view, it appears that closes on the intervals of 
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the third and fifth should be regarded more as half closes upon the intervals of the 
tonic chord ; those on the second and seventh as upon intervals of the dominant 
chord; whilst those on the si\th or minor third betray the relative minor; sometimes 
the third may be looked upon as the fifth to the relative minor. This view can of 
course be equally well applied to the national airs of any country, but it appears 
to be specially applicable to those of India. 

Some of the melodies in their conclusion imply a modulation into the relative 
minor, showing thereby a trace of the old pentatonic scale. Examples will be 
found among the following melodies of endings with the fifth, the sixth, the 
seventh, the second, and (like those of the Servians) with the third. Closes on the 
fourth are rarely if ever employed. An example will nevertheless be found in the 
Khyal upon page 88. 

In the examples following an endeavour has been made to point out some of 
the chief peculiarities and characteristics of the different rdgas in which the 
melodies are composed. 

The first exercises taught to pupils are called Saralas, they are always in the 
scale of Mdyamalavagaula; similar exercises called Gentu-versis, containing 
repeated notes, are next taught, after which Alankaras — exercises upon time — are 
learnt, several in each tlla. 

The simplest melodies are called Gfta, and are of two kinds — Pillarigfta 
and Ganaraga-gita. The first-named are four in number and are hymns to 
the god Pillari or Ganesha. The Sangita Parijata mentions four Pilterigitas, 
and it is believed that these are the four that are still in use. The following is 
an example of one of these ancient Pillarigitas : — 




Ganaraga-gitas are veiy similar to the above. 

Somewhat similar to gitas are Prabhandas, only that they are usually 
longer, and are divided into two or three parts by breaks called Khandam. 
Skilful performers are fond of playing such pieces in order to exhibit their 
proficiency to an audience. 

Thanas are studies for the vina, teaching special styles and difficulties met 
with in the performance of the various ragas. They are particularly intended as 
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an introduction to the difficult movement called Madhyamakala of a raga. Thanas 
are in no particular talas, the time being taught orally, and left in a great 
measure to the performer’s discretion. Great attention is bestowed upon proper 
accentuation and grace; the tempo is usually very rapid — 




Riga Giala. 



Some of the most popular ballads of Southern India are called Svarajotas, 
and are sung by almost everyone. The words are usually odes to some deity’ or 
popular hero of the country. A song of this kind commences with a kind of 
refrain termed pallevi ; following in quick succession is the anupallevi, a kind of 
short stanza, the words of which are an addition to a comment upon those of the 
pallevi. After this the pallevi is again repeated. The stanzas, which may be 
dissimilar both in metre and melody, follow in order, each concluded by a repetition 
of the refrain. There is an almost entire absence of superfluous grace in these 
songs, and their marked rhythm renders their execution within the attainment of 
nearly all. The following examples of these melodies are interesting, and displaj the 
fluent and decisive nature so characteristic of them all tq the greatest advantage — 



Five. AnnpiUeti 




This air is one of the most popular in Southern India ; it is usually known 
only by the name of the r&ga in which it is composed, as the words vary in 
different parts of the country. Its origin is not known, but it is believed 
to be very old. 

The following, a song peculiar to Mysore, and in praise of the goddess 
Parvati or Chamandi, is in a raga that is very little emploj ed— 





Ah nn example of a melody confined entirely to the pentatonic scale and with 
an undefined conclusion the following' is interesting. The apparent "ant of a 
distinctly indicated key-note is evident, and it might be harmonised equally well 
in several different keys. Some musicians would doubtless treat it as in a minor 
key, and harmonise it therefore in E minor. The Hindus, however, regard it as 
pertaining rather to the Mcsolvdian mode, and therefore make G— the dominant of 
the natural scale— the tonic. 

This melody is also worthy of note as it is considered to be one of the oldest 
songs of the kind remaining — 

UoJrral*. " »*n> »»* ****-~ i Rig* Mofc»nn*. 

J’»lt*vl. I Til* Adi. 
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composing them. The parts can, however, be easily distinguished, and also the 
small codettas and cadcn2as which separate them — 






"SCT!. SCTT." 



isesss, 
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Sacred songs, called Kruthis, are very popular. The airs of some of these 
hymns are very old, and have been handed down by successive generations for 
hundreds of years. Kruthis are, as a rule, in the more difficult ragas, the 
characteristics of which are made as prominent as is consistent with the melody. 
They consist of a pallevi, anupallevi, and one stanza. Some few have 
three stanzas, and this number is never exceeded. The pallevi is sung at the 
commencement, then the anupallevi, after which the pallevi is repeated with 
a slight variation at the option of the singer, followed by the stanza, and 
concluding with the pallevi again. The tempo is rather of an Andante con 
molo, and the whole is sung in a dreamy way, with a great deal of expression, 
and as much grace as is wished. 

These hymns were revived by the Rajah Sarabhoji of Tanjore, and were 
greatly improved in style by the celebrated musician Tiigjaraj' of that place, 
who composed a large number which are still popular. 

Other famous composers of kruthis have been Siama S'astn, Dihsitalu, and 
Subbaraya S'astri. 

As will be noticed from the following example, kruthis have a curious mixture 
of pathos and hilarity, and the words are always in accordance with the emotions 
expressed by the music. The peculiarly plaintive effect imparted to these 
melodies by the employment of grace embracing intervals less than semitones, 
and its special charm so readily shown upon the vina — the usual companion 
to these hymns — no notation can be found capable of expressing — 
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The scale of this melody is “ Nata-Bhairavi," which, as can be seen, 
corresponds exactly to the ancient Hypodorian mode. The peculiarities of the 
raga Ilbairavi, in which it is composed, admit of E being taken either 
as 'S or h at will. Hence this melody, although partaking partly of the nature 
of a minor key, should be regarded as founded upon the dominant of the major 
key; and, therefore, if harmonised to preserve its character, written in one flat 
only, and harmonised with the triad of the dominant as the principal chord. 
The vibrato upon lb is characteristic of the rdga, and is never omitted. 

The composer of this melody was Tiagyaraj. 

The composition of the next melody is attributed to Kolashekara, a former 
Maharajah of Travancore. which, perhaps, accounts in some way for its wide 
popularity. 

One great peculiarity of the compositions of the Maharajah is the copious 
insertion of what arc called “ S varakshcras " in them. To make my meaning 
clear— the Hindu gamut, as has been stated, is signified by the syllables “Sa, 
ri, ga, ma, pa, dha, ni.” The composer has adroitly introduced these sUlables 
at the very place where the notes signified by them occur in the song, without 
interfering with the sense of the words. This is the more difficult to do when 
we remember that in Hindu music the notes must follow each other in a 
particular order, according to the raga, and not exactly according to the 
composer's fancy. In the following piece the words are “ Surasa Sumamukha 
para navarnff,” &c. The syllables Sa and Ma are introduced at the teiy points 
where the notes C (Sa) and F (Ma) stand in the song. The Hindus regard, in 
this song, C and not F as the key-note, though the latter is clearly the real 
tonic, and there is apparently no difference in the tonality of this and the 
melody " Smarana Sukam,” in which they allow’ the tonic to be F. The 
other two melodies, also from Travancore, are compositions of Kolashekara 
Maharajah — - 



“ Slltu SAaxMVKH*.** 



VaOtn. 
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An example of an irregular melody is shown below. The two first periods 
consist of nine and seven bars respectively. This frequently occurs in Indian 
music, and is probably produced simply by rests having in course of time been 
either lengthened or disregarded ; or by a bar imitated, repeated, or over- 
lapping; so that a symmetrical period is transformed into one of an uneven 
number of bars. The effect produced is original, and often very pleasing. 
That this has been fully recognised by musicians in Europe is well known, and 
many examples might be quoted from the works of classical composers to prove 
that this has been largely appreciated as an important element of variety — 





The two melodies following are both in the scale called Mayamalava- 
gaula. The intervals of the scale are so peculiar and so many harmonical 
combinations can be formed from them that it well deserves attention, especially 
when it is remembered that this is a scale largely used by the Hindus, and that 
all elementary exercises taught to* pupils are invariably upon this scale, instead of, 
as would be supposed, the diatonic major, which is by us commonly regarded as 
natural. 
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These melodies are again irregular in construction; the ragas in which they 
are composed, though much alike, differ, in that the third is not admitted as a 
real note in the ascending mode of the second example, A characteristic of the 
raga Purvi is shown in the "ghsse ” from D to G in the sixth and seventh bars 
of the first air — 





Very similar to kruthis are Kirthanas. They consist, like the former, of a 
pallevi, anupallevi, and stanzas, the tala being regular throughout. The ragas in 
which they are composed are for the most part popular ones, and there is 
little grace essential to their performance. The music of kirthanas is very 
simple, and the words, addressed to some deity, plain and easy to he remembered. 

The following are examples of popular kirthanas — 



.'A CHALA BSOVAV 






tf 



V6mams are songs very similar to svarajotas, merely differing in that the 
several parts of which they are composed are not arranged in quite the same 
manner, and that they are more difficult of execution. Vemams are, as a rule, 
much longer than svarajotas, and contain a larger amount of grace throughout. 
They are usually in the more uncommon ragas, and the time is purposely made 
as catchy as possible. Their performance is therefore seldom attempted by 
other than skilled musicians. 

A virnam consists of an introduction to which there are words, usually 
concluded by a “Sol-fa” passage. Following this are stanzas generally merely 
“ sol-fahed.” After each stanza there is a short refrain to which words are sung. 
The words of v4mams treat mostly of the deeds of fa\ ourite heroes or warrior 
deities. 

The following is an example of one of the simplest vemams. In performance 
a musician would treat this as a kind of theme which he would expand, vary, and 
embellish according to his own taste and skill — indeed, grace is sometimes 
employed to such an extent that the original air can hardly be recognised. 
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This melody is the composition of some pupil of Tiagyaraj of Tanjore; it 
displays two of the characteristics of the raga Saranga very prominently — -viz., the 
ghsse from B to G and the vibrato upon D — 




S’anha-v£mams arc somewhat similar to vlrnams, only that the tort/o is less 
rapid. They are usually very elaborate in st\ le, and abound with graces of all 
lands. They are commonly sung at Nautches and are intended to give full scope 
to convey “ bhavas ” — the gestures and sentiments conveyed by the dancer as she 
sways to and fro to the music. 

Javadis are songs of a light and pleasing nature, such as love songs, cradle 
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songs, T &c. They are much sung by both Nautch girls and all, especially women, 
of the higher classes in domestic life. They are of two kinds — ordinary ballads 
and songs of a more or less indelicate nature, sung during the performance of a 
peculiar dance called Karwar. Javadis consist usually of a pallevi, anupallevi, and 
stanzas, sung in the usual manner as described before, and are chiefly in popular 
ragas. The tempo is in accordance with the words, and not too slow, the 
favourite measure being Rupacca. Consequently, many of these songs bear a 
resemblance to a waltz, only that they are taken at a slightly slower pace. 

The words of javadis are often very beautiful ; and those upon the loves of 
Krishna and Radha are always popular. Musicians as a rule sing these songs 
more in their naked form, and with less grace than is their usual custom. Each 
stanza is sung to the same air. 

These songs are of comparatively recent introduction, being first sung by the 
Kanarese musicians of the Court of Surapuri, a petty state near the celebrated 
Humpd ruins. The popularity of songs of this kind increased rapidly, and they 
are now to be heard throughout almost the whole of Southern India, where they 
take the place of the Tappa of Hindustan. 

Among the following examples the air “ Anthalona Telavari " is perhaps the 
most popular— the accompanying rhythm of the tala falls upon the first and 
second beat of each bar; this is much noticed when it is accompanied by 
instruments, such as the small tinkling cymbals and drums, which mark the 
time strongly. This song seems to be known throughout Southern India — the 
version varies slightly in different places, but, on the whole, the air is much the 
same everywhere. 

The air “S’ri Saratha” is very popular both in Mysore and Tanjore; the 
modulation into the relative minor is noticeable as it show's traces of a 
pentatonic scale — 



Andanlf. “Yivana pitdidu.” (RSgaBiag. 

PAllen. 1 T4I» Adi. 




* Simple cradle songs, called “ palna,” are very common, and answer to the lullaby songs of Europe. 
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Very similar to javadis are songs called PatViams; they are exclusively Jove 
songs, and are sung largely both in the native drama and by Nautch girls. The 
music is very much varied, and the performers frequently leave the air and 
improvise cadences and embellishments, rejoining the melody at will. The 
tempo is slower than that of javadis, and is varied according to the expression 
the singer wishes to put into the words ; the tala is generally irregular, a mixed 
time of 2 and C is the commonest. 

The most popular composer of pathams was Kshattiya, whose songs are 
largely sung, and contain some of the most beautiful and poetical sentiments 
that can be found ; but, like all Oriental love poetry', they employ imagery too 
luxuriant for exact translation — 

•• Valla till* va»a." I Riga S'anllrabliarna 

1TM« Pruva. 



MoJerofo. 
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In the above melody the characteristics of the raga S'ankarabhama are well 
shown. The glide to the upper C is never omitted in this raga. Another 
peculiarity of this air should he noticed : at the sign J it will be seen that 
B is tied ; the string is twice slightly deflected and shaken upon the fret, so 
as to sharpen the note to a degree less than a semitone, with a trembling 
effect. 

This song is very' well known in the Mysore country 1 . The pace is moderately 
quick but not hurried, and the melody is sung in a soft, dreamy manner, that, 
coupled with the gestures of the singer and the tinkling of the accompanying 
cymbals, >s peculiarly' fascinating, especially when heard for the first time. 



Here is another example of these songs — 




Religious hymns, called Yallapathams and Tathvams, are largely sung by 
the lower orders. They are very lugubrious and monotonous, and are invariably 
, n the raga Yedukula-Kambogi. The former are funeral dirges, the latter 
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allegorical chants sung at religious gatherings. The following example of a 
Yallapatham shows the nature of these songs — 




The ordinary folk-songs of the country are called Lavanis, and will be 
familiar to everyone who has heard the coolies sing as they do their work ; the 
women nursing their children ; the bullock drivers; dhooly bearers; or sepoys on 
the march. The airs are usually very monotonous. The words, if not impromptu, 
are a sort of history or ballad in praise of some warrior or “ burra Sahib." 
Some have a kind of chorus, each man in turn singing an improvised verse. 
There is no employment of raga. 

At the time of the Kima festival in honour of the Indian god of love, special 
lavanies called Saval are sung. The words of these are sung by two 
parties — one called Turai and the other Kalki— intended to represent the god 
Krishna and his mistress Radha. Questions of a metaphorical nature are sung 
by one party and answered by the other. These were formerly sung extempore, 
but their performance is now usually rehearsed beforehand. This species of 
entertainment is also practised in Northern India under the name of Kabi. 

The two following are examples of popular lavanies — 




A composition called Raga-mSIika, or “ garland of ragas," is occasionally 
heard. As the name impltes, it is a song that modulates into many different 
ragas. A raga-malika consists of a pallevi or refrain, and stanzas. The pallevi 
is employed only at the beginning and at the conclusion. The stanzas are 
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usually uneven in number. Each stanza employs a different raga, the name 
of which must be mentioned in the words, in order that the audience be able 
to follow and appreciate the performer’s skill. The tala remains the same 
throughout. 

Somewhat similar to the above is a Pallevi. This word signifies literally 
“a creeping plant,” and hence the name is given to a kind of fantasia upon some 
theme worked out in accordance with certain rules, and containing a large 
amount of grace and imitation. As this kind of composition is extremely 
popular it well merits some attention. 

A stanza or sentence of some poetical nature is sung to any air that the 
performer may improvise, and in any raga and tala. This opening melody is 
taken as the theme of the pallevi, and is varied, imitated, and answered sub- 
sequently according to the skill and inclination of the performer. Occasionally 
a kind of counter theme is introduced, and a skilful musician will keep the 
two parts distinct. If this is done the counter theme is, as a rule, introduced 
upon a fourth or sixth lower. But it is not intended to imply that there is any 
employment of counterpoint as understood in Europe; for though in certain 
cases these tw o parts may be actually going at the same time, yet the native 
musician is guided by no contrapuntal laws, but by his ear, and the rules of raga, 
entirely. Much greater license is given as to raga in a pallevi than in any 
other composition. 

There are usually three movements— viz., an adagio, a moderato, and an 
allegro or scherzo. 

The first movement commences with the subject being given out in any raga 
or tala that may be called for. The space of time occupied by this is termed an 
avatar, and constitutes the chief rhjthmical division or period into which the 
pallevi is divided. Each succeeding avatar, though consisting of several 
short phrases, either linked together or separated bj’ rests, must be of equal 
length to the original. Each avatar differs essentially from those preceding, 
and if the voice is employed, commences invariably with the first sj liable or word 
of the original theme. 

The second movement follows with or without a short pause between. 
The measure remains the same, but the duration of the movement is less. 

The third, or concluding movement, follows ; the only difference being that 
the tempo is much increased. In this it is usual for the performer to modulate 
into different ragas {called for at the time by the audience), taking care that the 
special characteristics of each shall be made clear; each avatar is, however, ended 
in the original raga. This movement is brought to a close by a repetition of the 
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original theme in the original tempo, after which a few bars in the same raga are 
given ad hbtltnn by way of a Ftttalc. 

In the performance of a pallevi no harsh or discordant instruments are 
employed. For marking a rhythmical accompaniment the hands are employed, 
or sometimes a Mridang or Gatha. Occasionally another performer hums 
softly a kind of accompaniment to syllables (ta, di, ti, ka, &c., as if sol-fahmg) 
intended to represent the beats of a drum ; this is called konnagolu, or talavinyasa. 

Songs of salutation or hail, called Mangala, are sung at the conclusion 
of all performances. Melodies of this kind are usually in either the ragas Surati 
or Saurashtra. The following is one of the most common Mangalas. The 
chief peculiarity in songs of this kind is evident here — the beats of the tala falling 
upon tied notes at the commencement of a bar — 




Hindustani music in some respects differs from the sjstem previously 
described, and which is called Karndtik. It has been much copied from the 
latter, but its professors are not often men of much education ; and though 
many of them are skilled executants, their knowledge of the theory of their art 
is, as a general rule, but small. In Hindustani music more attention is paid to 
the minute distinction between the various ragas than to the actual melody itself. 
To melodic form the same importance is not attached. The nomenclature of 
Hindustani and Karnatik ragas differs, but musicians everywhere quote the 
Sangita Ratnakera as their principal authority. They also say that, apart from 
Arabian and Persian innovations, the difference between the systems of music 
prevalent in the North and South of India is accounted for by the fact that in 
the former that of Hanuman is preferred, while the Southern music is a relic of 
the earliest system of Narada. 

In Hindustani music the elaborate arrangement of scales previously 
described is not used, but merely twelve; all of which, however, are found, and 
are in common use, though under different names, in the Karnatik system. 
The talas, or measures, employed in Hindustani music are similar to those 
previously described upon page 36. As regards the form of Hindustani 
melodies, in place of what has been stjled “pallevi,” “ anupallevi," and 



THE MUSIC OF SOUTHERN INDIA. 



“charanam," or stanzas, all their songs consist of distinct parts. The 
pallevi is styled asthayi — the anupallevi attldra — and the charanam abhog. As the 
differences between the two systems consist mainly of technical points, which 
would be of slight interest to the reader, the following observations will, perhaps, 
be sufficient. 

The Dhrupad — perhaps the most admired of all Hindustani songs— is a 
heroic song, with, a slow and dignified style, and sung almost exclusively bv men. 
It consists of three parts — ix., asthayi, antara, and abhog. Great scope is given 
to variations upon the actual theme, and the time cadence is very’ complex. 
Other songs are called Tilanas and Sarigams (or svaragramas), and are in 
particular talas ; they contain only two parts. 

Ghuzals — songs of the same nature as Kshattrya's pathams of the Kamatik 
■ — are very popular; they consist of only asthayi and antara. Of a similar 
form to ghuzals are Tappa, resembling the Kamatik javadis, and consisting 
of two parts. There are also Thungri, Dadra, Hari ; Gurbah, sung at the Dassera 
festival; and Palna, or cradle songs. Songs called KhyAls, somewhat like the 
Kamatik kruthis, which display’ a great deal of grace, and have a slow time 
cadence, were introduced by Sultan Shtrki of Jounpur; they consist of two 
parts only’. Many Hindustani lavanis are very’ pretty, though most 
melancholy. 

The tuning of instruments used by Hindustani musicians differs from that 
employed by' Kamatik professors, in that the interval of the fourth is always 
admitted upon the open strings ; the modulation therefore of these instruments 
is less confined; hence frequently, though the melody itself is less pleasing, 
accompaniments to Hindustani songs are preferred to the ordinary’ Kamatik 
accompaniments, and music played in the Kamatik style upon instruments tuned 
thus is much liked. Hindustani musicians practise singing more than da 
Kamatik. They’ have better voices, and take more pains to cultivate them. 
Kamatik singers, as has been said before, appear to have an idea 
that practice is hurtful to their voices, and from attempting to sing when too 
young, before the voice is formed, they are apt to min their singing entirely ; 
while Hindustani singers practise much, and sing in a more manly style ; hence 
Hindustani music is much admired in Southern India, chiefly as a variety — the 
softness of the language itself, and the ease with which it lends itself to singing, 
giving it an additional charm. A careful study of the Hindustani melodies 
given below will amply repay the time given up, and their great beauty and 
inherent passion can hardly fail to enchant one. 

The following examples, gathered principally from the Deccan, Guzerat, and 
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Rajasthan, display some of the chief characteristics of these melodies. The 
names of their respective ragas lia\e, in some cases, been omitted, the names of 
Hindustani ragas being different from Karnatik. Several of them modulate 
into different ragas. Such technicalities are not of much general interest. 
Examples, however, may be found below. The ghuzal given is popular in 
Guzerat, and is sung quickly, but with great expression and varying tempo 
It should be remembered that, in all cases in performance, the airs are much 
varied by grace, and rarely are sung in their naked form. All singers, both 
Hindustani and Karnatik, make great use of a slide akin to the porlamtnlo. 



Ghuial. 
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CHAPTER VI. 

Musical Entertainments — Music and the Drama— Influence of the latter upon songs of the 
country— Of the Indian orchestra— Religious music— Temple music— Employment of bells— 
Street music— The Nahabet— Nautch music— Dancing. 

M USICAL entertainments among the higher classes are very popular and 
much in vogue. Upon such occasions a company of musicians are 
hired for the evening. The Vina is the favourite instrument, and is 
generally accompanied by either a Mathala or Tabla, or else by a kind of earthen 
pot called Gdtha, much like the ordinary “chatty,” which, in the hands of a skilful 
performer, is beaten with wonderful dexterity. Sometimes, but Tardy, two vinas 
of different sizes are employed. In this case, if the players are skilful, the effect 
is very pleasing, especially in the performance of an Alapa, a kind of rhapsody or 
fantasia impromptu, in any raga ; each instrument keeps its part distinct, and 
the theme is clererly imitated and tossed about from one to the other much as 
is done in a modern orchestra. Such imitation is, however, purely at the fancy 
of the performers, and not contrapuntal imitation as understood in Europe. 

Throughout Southern India the native drama is exceedingly popular; the 
actors are generally well educated and of a high caste, and a good company 
always attracts full houses. Music is largely employed upon the stage, and 
there is a kind of orchestra attached to e\ ery native theatre. The songs sung 
at performances of the kind do not, as a rule, differ much from the ordinaiy music 
of the country, and of late years there has been a tendency to imitate foreign 
music, such as Arabian or Persian, and the English, Scotch, or other airs placed 
by military bands at all large stations. These naturally find their way from the 
theatre into private houses — boys learn them and sing them in the street — 
and so their influence gradually extends and makes itself felt upon Indian music 
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in general. The old melody types, or ragas, are being less jealously adhered 
to, and the better educated classes of Hindus are beginning to see that music 
is not necessarily confined to one or two particular systems, but that, like 
nearly everything else, it is capable of improvement and further development. 

A marked change for the better in the manner of singing is evident. This, 
indeed, could not fail to be the case when it is remembered that if a voice is 
intended to be heard by a large audience in a theatre or other building of the 
kind it must be thrown out to the full extent of its volume, instead of being 
contorted and its sweetness spoilt by the continued small inflections of tone and 
unnatural falsetto notes so much practised by natiie singers of the ordinary class. 

The native orchestra is usually made up of the following instruments, or of 
a somew'hat similar combination : — 

Sarangi (string) 2 | Mathala or Tabla (drums) i 

Tamburi (string) i S'ruti (drone) I 

Mukavina (native oboe) . .. i j 

The use of the Sarangi in Southern India — except in conjunction with 
Nautches — is rapidly being discontinued, and an English fiddle tuned as a vina 
or sarangi is often substituted for it. Farther North the instrument appears likely 
to hold its place for a long time to come. A clarinet is sometimes preferred to 
the Mukavma. 

In musical performances cymbals and bells of different kinds are used, 
according to taste, and the occasional use of a harmomcon of little bells or plates 
of metal (Septaghantika), or of porcelain cups or glasses (J£Iathardngini), 
is much admired. 

It is a common custom for the members of particular castes, sects, &c., to 
meet together at stated intervals for the purpose of worship, either in each other’s 
houses or in temples. On these occasions music forms a prominent feature, and 
consists of hymns of different kinds, accompanied by a variety of instruments. 
Music of this nature is called Bhazana, and its use is almost universal. 

Among the higher castes great trouble and expense is incurred in procuring 
good performers for this purpose. The songs are generally pretty and well 
sung to the accompaniment of the vina or sitar and tamburi, with, perhaps, 
a small drum to mark the rhythm. The Bhazana of the common people is a 
great contrast to this, and in their assemblies melody is often sacrificed to mere 
noise. Each man, in order to show' his devotion, sings in turn, frequently with 
no regard for time or tune, whilst the others beat drums or blow a kind of 
whistle called Sillu, with other instruments, just as it pleases them, and, as 
can be imagined, the effect of this is discordant in the extreme. 

a A 
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The instruments commonly « 
following combinations — 

Tamburi .... .... 2 

Sarangi or Fiddle 2 

Mathala .... r 



nployed in Bhazana consist of one of the 



S’ruti 

Sitar 

Tabla 



Tamburi 1 

Sarangi - .. . 1 

Mathala I 

Or, if the means of the worshippers be very limited, a single tambouri, with, 
perhaps, one pair of little cymbals and a common drum, or tabor such as 
Ivhanjeri, is found. 

The music performed for Bhazana usually consists of kirthanas, gitas, 
and kruthis. 

In temples, chiefly those of Lingayet or other Saivite sects, there is a 
peculiar kind of music in use called KaradisamOa. It is so-called because a 
large conical kettle-drum called by that name is the principal instrument 
employed in it. The Karadisam^la carries with it a special rhythm of its own ; 
for lively airs — -JJ Jj | J . J. [ — ; for those of a mournful nature — J~j 

A system of music called Sopanam is found in Malabar, where it is 
confined to temple services. In eve 13' temple of any importance in Malabar and 
Travancore it is usual to have both instrumental and vocal music at the steps 
leading to the principal shrine during the performance of certain services. The 
word sopanam, in its literal sense, means “steps," and hence gnes its name to 
this particular kind of music. The Sopanam sjstem varies in many respects 
from both the Karnatik and Hindustani; a detailed description of it would, 
however, be unnecessary, since it is much akin to the Karnatik system and 
differs only in technical points, which would be uninteresting to the reader. 

The use of the gong and bell in temples is universal. Colonel Meadows 
Ta\ lor, in speaking of this, remarks that the gong is not used as an 
accompaniment to any but the loud crashing and generally dissonant music 
of the temple ceremonies. No ceremon}’ of sacrifice or oblation is ever 
performed without a preliminary tinkling of the bell, repeated at certain intervals 
according to the ritual. 

There can he no doubt that the practice of using it is as ancient as 
Hinduism itself, and the ritual liturgies and works on ceremonial observances 
define the use to be made of it.* In fact, the use of bells for religious purposes 



| Sitar ..I 

j Tala ( cymbals ) 1 

[ Tabla .... .... .... 1 pair 



1 “ Proceedings, Royal lush Academy." VcL IX-, Part i. 
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seems to have been from the earliest times so universal amongst almost all 
nations that it is only necessary to point out that the exact counterpart of the 
Hindu Ghante is to be found at the present day in the Sanctus bell in 
use in Christian Churches, and it is perhaps worthy of note that m the great 
sculptured Tnmurti or Hindu trinity at Elephants one of the figures holds a bell. 

The Dasaris, a mendicant class of temple servers of Vaisnav ite persuasion, 
usually employ a little side-drum, with one head onlj’, called Dinm, not 
unlike the modern Egyptian “Tabl Shami"; other mendicants, called Andis, 
outcasts from Saivite sects, play upon a small gong called Semakkalam, which 
they beat with a stick. Both Dasaris and Andis often carry a horn as well, 
and support themselves by singing doleful ballads or hymns at street comers and 
by begging. Work of any sort they decline. The ordinary native band of 
discordant wind instruments, drums, and cymbals found throughout Southern 
India is called M61a. The players in these bands are mostly taken from a 
caste of Telegu-speaking barbers called “ Mdngala-vandlu," who make this their 
special profession and provide the music, so-called, commonly heard at temple 
ceremonies, weddings, festal gatherings, and all street "tam&shas.” The 
composition of these bands varies greatly, the number of instruments in some 
cases being as many as thirty and in others perhaps only three or four ; generally 
one or two nagas£ras — a s’ruti or drone — a drum such as the dhol — and a 
pair of cymbals (called Jhanj), about ten inches or a foot in diameter, are found. 
Sometimes a m61a, consisting of a single mukauna, a flute, a flageolet, a drone, 
and a small side-drum called Dhanki is employed. 1 

The effect of a mela can hardly be called pleasing, unless to those whose 
chief delight is discordant noise. The air, such as it is, is generally drowned by 
the clanging of cymbals and the incessant drumming, which, added to the 
prolonged and shrill drone of the s’rutis, produce an effect considerably 
imposing. But, as Captain Willard pithily’ enough remarks, 3 it is heard to 
advantage “from a distance.” 

A peculiar institution of Indian music is known as the Nahabet,' and is so 
called from that being the name of the largest drum associated with it. There are 
certain persons — Hindu or Mahomedan noblemen — who are privileged to have 
attached to their service bands of professional musicians, who perform at certain 
stated hours of the day or night. This privilege is sometimes extended to certain 
temples and shrines of saints, or to spiritual princes — gurus or swamies. To these 

* Preference seems to be gi'en to instruments of European manufacture, and it is not unusual to find old 
clarinets, flutes, and fifes used in these bands. 

’ “A Treatise on the Music of Hindustan.” Captain N. A. Willard. Calcutta, 1834 

•This word is commonly pronounced '* Nobut." 
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bands the name of Nahabet is given, and they are usually placed in balconies over 
the gateways of cities or palaces, or in other elevated places elsewhere, and these 
places are known as the Nahabet Khaneh. The music played is, of course, 
traditional, but it possesses a distinct character of its own that is entirely different 
to any other music heard in India, and the effect, especially among mountains 
or in the hill fortresses, such as are found in Central India or Rajputana, is \ery 
striking. Usually care is taken to retain the services of the best performers for 
the Nahabet, and when heard from a little distance upon a still Indian night, and 
the sound is subdued, there is a good deal of wild beauty about it that possesses 
a charm peculiarly its own. 

In the time of the Mogul Empire, we learn from the “ Ain-i-Akbari,” J the 
Nahabet was held in great esteem, and the Emperor Akbar himself was even a 
performer. There were then in the palace Nakkera Khaneh some eighteen large 
Nahabets, twenty smaller kettledrums (Nakkeras), four Dohl, four Kuma or 
large trumpets, nine Suraais or pipes similar to the Nagasara, and their accom- 
panying drones, two S’ring or homs, and three pairs of cymbals of large size, 
besides several Nafirs (a smaller kind of trumpet, similar to the Tuturi); and in 
those days the performances of the Nahabet occupied a prominent place in the 
daily palace routine. The general practice then was that the Nahabet played 
first at midnight and the second time at dawn. An hour before sunrise the 
musicians commenced to play the Sumais, an hour later there was a short 
prelude, which in turn was followed by pieces introducing the Kuma, Nafir, and 
other wind instruments, with the occasional use of the largest drum of all 
(Damama or Nahabet), but which did not introduce the Nakkera. After this the 
Sumais and Nafirs were played alone; an hour later there was a general 
crescendo, and then followed seven distinct performances, brought to a conclusion 
by the chanting of various prayers for blessings upon the Emperor, and then the 
day’s sen-ice was finished by the Sumais players playing softly to a pianissimo of 
the drums. 

In the present day the large number of different instruments formerly 
found in. the Nahabet Kbanehs of fortresses and palaces do not exist, and the 
eTect of the modem Nahabet is therefore less imposing. There are, however, to 
be found in most Nahabet Khanehs one pair oflarge Nahabets, a couple of pairs 
of smaller kettledrums (Nakkera) and possibly other drums with a Kuma, one 
or two Tuturi, a pair or two of cymbals, one or two Nagasaras and their 
accompanying drones, with perhaps a couple of Nuy or flutes-i-bec. 



* “ Ain 1 Akban.” Translated from the original veraon by H. Blochmann, M.A. See Vol. I-. Am. 
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And like Indian music, Indian dancing should be judged entirely from an Oriental 
standpoint. A Nautch usually commences with the singing of a Mangala or 
“ song of hail ’* (generally in the Kiga N&ta), the w nrds of n hich arc intended to do 
honour to the principal personages present. When this is concluded, the leader 
or conductor of the troupe, who invariably plays the t.i!a or jillra, hums or 
sings a kind of accompaniment, called Konnngdlu, to this one of the girls dances, 
keeping time w ith the soft tinkling of the bells tied round her ankles. During this 
the other instruments are independent of the leader and are played softly and 
without time in any riga that may be chosen, the chorus, if any, being much 
subdued. And when the dance is finished, songs— such as javadis or pathams— 
follow, one \oice singing the solo and the whole of the voices taking up at 
intervals a soft refrain. Dances or gestures, in character with the words of the 
.song, are made by the girls performing in front of the musicians. 

Sometimes Sanskrit slokes, called “ Astapathi,'* are sung by one voice, the 
instruments placing a kind of soft, dreamy accompaniment without any well 
defined time, either with or alternately with the voice. 

The performance is brought to a close by the singing of a Mangala, in 
cither the ragas Suratt or Saurishtra. 





